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CHAPTER I 
INTRODUCTION AND JUSTIFICATION 
OF THE PROBLEM 
The challenge for education seems always to be how to 
serve best the needs of people in relation to the society in 
which they live. Major aims and purposes imply opportunity 
for all in those pursuits which lead to better, nobler goals 
and achievements in life, deeper understandings, more per-
ceptive evaluations and richer appreciations. 
In the area of music, as in other aspects of a school 
curriculum, while earnestly attempting to stimulate students 
toward lofty and significant objectives, educators are still 
faced with the problem of their acquisition of the necessary 
skills as tools and a means by which an individual may achieve 
the fullest degree of his potential. While these skills are 
not in isolation from but in relation to the total activities 
program, a problem in music education can be time spent in the 
introduction and review of fundamentals of music theory and 
notation. Even when the recognition and understanding of sym-
bols emanate, as they should, from activities and experiences 
which lead to clearer grasp of the concept, different children 
will relate and remember content more readily than others. If 
a teacher must repeat some processes and practices they become 
-1-
redundant learning for some pupils who are ready to move to 
new experiences. If the teacher proceeds for some children 
others will lack the grasp of the necessary fundamentals for 
sequential growth in understanding music. 
Snyder!/ defines the problem in this manner: 
"Music is both an art and a discipline. It is 
an art of tone which inspires men to lofty heights 
of thinking, feeling and aspiration. It is a dis-
cipline which demands rigorous learning and practice 
from anyone who would understand it and perform it. 
There is both the art and the craft. To reach a 
depth of enjoyment in this great art, one is greatly 
aided by being able to read it and interpret its 
written symbols. Music reading is once more coming 
to the foreground." 
It seems reasonable to defend the opinion that children 
must acquire certain skills in recognizing and translating 
music symbols in order to achieve any degree of independence 
in reading music, and so that they may progress in a planned 
program to more advanced and satisfying material. 
It was, therefore, the purpose of this study to de-
velop and evaluate self-teaching, self-checking materials 
for learning the fundamentals of music notation. These 
materials would be used by teams moving at their own rates 
of progress, independent of teacher direction. 
In this study the writer has arbitrarily defined 
theory to imply verbal and written use of the fundamentals 
of music notation without transfer to musical activities. 
!/Alice M. Snyder, "Guidelines For a Music Reading Program," 
Music Educators Journal (February-March, 1963), 49:65. 
2 
3 
The writer felt it important to consider the varied musi-
cal backgrounds and abilities of the different children and, 
therefore, to construct materials which could be independently 
studied and used, as well as self-corrected, and which would 
account for individual rates of learning and progress. 
Research in other areas of the curriculum has indicated 
advantages of having pupils work in pairs on certain types of 
activities, and it was decided to utilize the positive findings 
as part of this experimental study. In a learning situation 
such as the one proposed for this program where children are 
to be working independently of the teacher on graded study 
materials, working with a partner may increase the motivation 
for the activity and the learning potential since children do 
learn from each other. 
Often repeated review or practice in a classroom situation 
is not interesting nor necessary for all children. In the 
opinion of the writer, the motivation of progressing through 
sequential content at one's own ability rate, not having to re-
peat known material, and the stimulation of working with an 
equally capable partner should be utilized for music as it has 
been for other areas of the curriculum including arithmetic, 
spelling, language, reading, social studies and science. 
The acquisition or review of music fundamentals of theory 
seems more adaptable to paired practice rather than larger 
groups or teams, and the factor of only two children being 
4 
involved is likely to assure more similarity of ability and 
potential achievement. 
y 
Durrell has stated: "There is seldom any type of 
learning which is not enhanced by children working in pairs." 
For paired practices Durrelly recommends "·· •• graded study 
guides with pupils working in study teams of two or more." 
The fifth grade was selected for the experimental level 
on this basis. Fifth graders have generally been exposed to 
four years of varied experiences and activities in music. 
Hopefully, there have been many activities to develop an under-
standing of music through singing, rhythmic activities, cre-
ative experiences, listening and performing on instruments. 
Some children may be engaged in private music instruction, 
already learning more about keys and meters. 
The introduction of fundamentals of theory and notation 
may have been incidental, formal and extensive, or, ideally, 
in sequential and natural relationship to the activities and 
experiences to which they are related, 
Whatever the previous exposure, the fifth grade will pro-
vide a range of abilities and achievement in the fundamentals 
of music theory, a strong need for clarity and grasp of con-
tent and concept for reading and performing more challenging 
!/Donald Durrell, Improving Reading Instruction, World Book 
Company, New York, 1956, p. 130, 
_ijibid., p. 387. 
material, and, with little exception, the ability to work in 
pairs independently on self-explanatory materials, It is 
felt that at this level there is need for experimentation in 
5 
organized, sequential presentation of this material for those 
whose previous instruction has been incidental, or for organ-
ized, sequential review for those whose previous experience 
has been with more formal presentation of these fundamentals 
each year, y 
Prescott reports, as of 1952, that the three current 
problems facing music education are " •••• lack of equipment, 
lack of time allotment, and lack of training of classroom 
teachers in the area of music." It is the opinion of the 
writer that the first problem has been considerably alleviated, 
but that the other two exist today in many school systems. 
The lack of time allotment is becoming greater with in-
creased demands upon the daily school schedule for time or 
new content in some curriculum areas and by more grouping in 
longer time blocks where experiments relevant to team teaching 
have been inaugurated, 
The challenge for any person teaching music--specialist, 
consultant, supervisor, classroom teacher, or team teacher--
is for the most valuable and qualitative utilization of music 
!/Marjorie Prescott, The Present Status and Trends of Music 
Education in the Public Schools of Massachusetts, Unpublished 
Master's Thesis, Boston University School of Education, 
Boston, 1952, p. 152. 
6 
time. If with explanation and materials provided, pairs of 
children can on their own or with little assigned school time 
be responsible for this skills-study segment of musical know-
ledge, to what great advantage could the music schedule be 
used for the exciting activities and experiences with the 
group, utilizing these learnings~ 
Hopefully, this material may also assist the classroom 
teacher who has had less preparation for teaching elementary 
school music. 
There has been a divergence of opinion in music education 
concerning two approaches to the mutual goal of enjoyment and 
appreciation in music. One view supports incidental reading 
with emphasis on rote experiences; the other advocates a for-
mal reading program built upon rote experiences, but beginning 
in the first grade. 
Whichever approach is emphasized, or a balance between 
the two, there are those skills and processes in the recog-
nition and translation of music symbols which children must 
acquire for any success in reading music, or performing music 
at the junior and senior high school level. 
There would seem to be a real need for experimentation 
and research with materials and/or methods which would help 
children to acquire or review these necessary fundamentals 
for music reading, taking into account the individual abilities 
and musical backgrounds and giving consideration to the most 
7 
effective use of allotted time. 
On the basis of research and success in other skills and 
practices areas of the curriculum, self-explanatory, self-
corrective and sequential materials and paired independent 
activities afford reasonable selections for experimentation 
with music. 
The implication of the proposed experiment is that in a 
year, or only part of a year, allowing for some incidental 
learning, fifth graders, independently moving at their own 
rates of progress in pairs, may match the achievement of pupils 
who have been engaged in class presentation of the same con-
tent over a period of at least three years in the acquisition 
of the fundamentals of music theory and notation. 
CHAPTER II 
A REVIEW OF THB LITERATURE 
AND RELATED RESEARCH 
1. Introduction 
Music is, and has been, a vital part of the elementary 
school curriculum since Lowell Mason inaugurated his singing 
program in the schools of Boston. The metamorphosis of the 
music curriculum has been related to the development of 
philosophy and trends in all education and in the excitement 
and challenge of today's expanding school curriculum music 
education must be evaluated for the strength of its contribu-
!/ 
tion. Hartshorn in a provocative article primarily con-
cerned with the music curriculum in the secondary school 
offers this significant observation relevant to all levels of 
education: 
"Today we are in the midst of changes in educa-
tion that we can hardly believe. Were we not a part 
of them, they might seem to be pure fantasy. In 
some mathematics programs, children in the first grade 
have mastered very basic geometry. Pupils in the 
fourth and fifth grades have learned certain funda-
mentals of symbolic logic. In some instances, plain 
and solid geometry have been combined for one year 
of study in the ninth grade." 
j}William C. Hartshorn, "The Study of Music as an Academic 
Discipline," Music Educators Journal (January, 1963), 49:3, 
25. 
-8-
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Hartshorn continues with the challenge that must be 
considered by all music educators: 
"It is doubtful whether there has ever been 
any time in public education in this country when 
so many teachers have been spending so much time 
learning new content and new ways of teaching it. 
This may be more true of teachers of mathematics, 
science and foreign languages than of music edu-
cators, but we, too, must be willing to explore 
l new approaches that may strengthen our program. 
At no time should music education settle for the 
status quo. At this time, it cannot afford to do 
so, for it is a part of a total curricular ground-
swell that is surging forward with real power at 
an amazing rate." 
Snyder,~ who is a member of the faculty, Music Depart-
9 
ment, at San Francisco State College, also presents the chal-
lenge to music education: 
"Today we are entering a new and dynamic era 
in the arts. Increasingly, music is being viewed 
as an academic subject. Leading scientists are 
stressing the need for the arts as a stimulus for 
developing imagination in our youth; leaders in 
the Federal government believe in the value of 
music and the other arts; there is a widening field 
of interest and exchange of cultural products from 
one country to another. The question arises, 'How 
can music educators open the door to the young 
people of our country and help them to find that 
music is meaningful in their lives?'" 
In March, 1962, the Music Educators National Conference 
selected as the theme for its Chicago Convention, The Study of 
Music, An Academic Discipline. The inference for music 
!/Ibid. 
~Alice Snyder, "Guidelines for a Music Reading Program," 
Music Educators Journal (February-March, 1963), 49:4, 65. 
education at all levels was received and interpreted with y 
varying reactions. Benn considers the topic as it refers 
to elementary education and her assertion is as follows: 
"We are all aware of the present great trend 
toward liberalized education. We have heard critics 
say that there has been too much emphasis on per-
formance in our high school groups; too much tech-
nical perfection; too few children involved in such 
an activity. Classes in music literature and theory 
have only now begun to reappear in high school curri-
cula after an absence of many years. Elementary 
teachers have been charged to avoid any semblance of 
selectivity and public performances must include 
every child in the school, deficient singer or not. 
I am compelled, therefore, to state my own per-
sonal conclusion that the study of music as an aca-
demic discipline is not for the elementary schools, 
if, as we have found, academic refers to the upper 
reaches of scholarship and pre-supposes a consider-
able degree of sophistication. 
I am firmly convinced, however, that the ele-
mentary school has the fundamental role in estab-
lishing an 'accurate and well-disciplined learning' 
in a discipline which I prefer to call artistic or 
aesthetic rather than academic." 
Tipton~ considers the problems confronted by educators 
in the current and fairly recent scrutiny of our educational 
system: 
"The ensuing debate concerning the need for a 
return to the fundamentals, or 3 R's; scientific edu-
cation versus education in the humanities; and the 
recurring, familiar theme that everything in educa-
tion that is a 'fad and a frill' be eliminated, has 
left music educators as well as others, in a state 
of confusion." 
VuOleta A. Benn, "Excellence in Elementary Music Programs," 
usic Educators Journal (November-December, 1962), 49:2, 35. 
~Gladys Tipton, "Music Education in the Changing World," 
Music Educators Journal (June-July, 1961), 47:6, 33. 
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After reaffirming in convincing and inspiring discourse 
the very real need for both science and the humanities in 
today's education, 
y 
Tipton continues: 
"Our major concern would be to improve the 
quality of teaching music, which in and of itself 
is the best guarantee that music will function 
adequately in our schools and in the lives of boys 
and girls. I should first need to take a long, 
close look at myself as a music teacher or a music 
consultant. What have I done recently to improve 
myself as a musician and as an educator? Am I 
willing to explore new music literature, new tech-
niques of teaching, new educational concepts? How 
long has it been since I seriously thought about 
the musical goals which children should realize?" 
11 
The challenge is apparent in this day of non-grading in 
the schools, team teaching, team learning, emphasis on new 
Math and Science programs and greater opportunities than ever 
for thoughtful, constructive experimentation. Music education 
must keep step, reaffirm its purposes, and with objectivity 
consider what new discoveries in other curriculum areas may 
have relative merit for its program. 
The opinions of authorities vary while all assert the 
mutual goal of music education for enjoyment and appreciation. 
Emphasis in different programs, usually inclusive of all fac-
tors, shifts between experience, almost for its own sake, to 
more consideration of the content of 
ever the major emphasis, Hartshorn~ 
i7Ibid., p. 35. 
~Hartshorn, op. cit., p. 25. 
the experience. Which-
reasserts: 
"If music education is to keep pace, we who 
are music educators must go through processes of 
self-evaluation to determine how our program can 
become more completely educative than it is now. 
What are the most important purposes that 
should control the activities that characterize 
our program?" 
2. The Development of Elementary Music Education 
Just as great change is taking place today in public 
education, so has there been considerable change in little 
more than one hundred years in the schools of our country. 
12 
To review these developments briefly gives frame of reference 
for contemporary thinking about education in general, and 
music education in particular. 
Music education in America, stimulated by Pestalozzi's 
philosophy and methods, really began in defense of the 
ise that everyone could be taught to sing. Brooks and 
record: 
"When in 1830 William Woodbridge began an 
agitation for the introduction of music into the 
public schools of Boston, it was the demonstra-
tions of the possibilities of singing by children 
on the part of Lowell Mason that strengthened the 
conviction of people in that direction." 
prem-
Brown !/ 
Since we are to be dealing with content and method, it is 
interesting to consider what Birgey describes as the "music 
1/B. Marian Brooks and Harry A. Brown, Music Education in the 
Elementary School, American Book Company, New York, 1946, p. 8. 
2/Edward B. Birge, History of Public School Music in the 
United States, Theodore Presser Company, Philadelphia, 1937, 
p. 4. 
program" in Boston in 1838. He states: 
"The method of the singing school was the 
procedure used in teaching music. It consisted 
largely of drill on notes, learning to read 
music, and practice in unison singing of songs. 
All elementary education at the time con-
sisted largely of drill and memorization of 
textbook content. Music was probably no worse 
than the rest of elementary education." 
Brooks and Brown!/ report that toward the end of the 
13 
nineteenth century, the Hebartian pedagogy influenced general 
elementary education considerably, and with it came the child-
study movement. As all of education was affected, so music 
educators reacted with content and approach geared more to the 
?:! 
child and less toward musical technique. The authors cite 
the following concerning these attitudinal changes: 
''It was recognized that learning to sing a 
large repertory of songs would furnish a founda-
tion for learning to read music. It came to be 
understood, to some degree at least, that ex-
clusive emphasis on practice on the scale with 
little singing of songs did not give as good re-
sults as could be obtained by founding the teach-
ing of music upon the expressive experiences of 
song singing. This was, of course, a very funda-
mental idea, and it later became the very founda-
tion of modern music education." 
Creativity, a byword in contemporary education had its 
roots in the early twentieth century. According to Butts and 
Cremin:Y 
!/Brooks and Brown, op. cit., pp. 9-12. 
,ijibid., p. 12. 
1/R. Freeman Butts and Lawrence A. Cremin, A History of Edu-
cation in American Culture, Henry Holt and Company, New York, 
1922, P• 4. 
"The rise and development of creative music 
was one of the significant developments in music 
education in this country. In the child-centered 
schools which have been established here and 
there throughout the states, creative self-ex-
pression has been one of the dominant aims of edu-
cation. The principles of creative education had 
been implicit in the work of Dewey and Parker in 
their earliest endeavors. They were ably sup-
ported by Kilpatrick, as well as Rugg, in dis-
cussions of the reconstructed theory of the educa-
tive process and child-centered education." 
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!I Coleman, a student of music and rhythmic education, em-
phasized: "Music includes the dane e, song, pantomime, rhythmic 
language, dramatic action, rhythmic bodily movement, and in-
strumental sounds, as it was conceived by the Greeks." 
Self-expression through music was a significant idea~ 
B • y . 1 • . • 1rge summar1zes the deve opments 1n mus1c educat1on as 
follows: 
"In retrospect, however, music passed through 
three phases up to the end of the nineteenth cen-
tury. First, the idea was to teach children to 
sing as a formal exercise in connection with stereo-
typed material. Second, it was believed that all 
children must early gain the power to read music 
in order to make available to them the treasures 
of music literature. Third, the child-study move-
ment placed emphasis upon ability to appreciate 
and enjoy music as the great aim of music educa-
tion." 
In her comparison of changes in music education Perham 
y 
1 Satis N. Coleman, Creative Music for Children, G. P. Putnam 
ons, New York, 1922, p. 4. 
2/Birge, op. cit., pp. 163-164. 
'ijBeatrice Perham, Music in the New School, Neil A. Kjos Music 
Company, Chicago, 1937, pp. 10-11. 
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contrasts the earlier music techniques with the "new" methods 
of 1937: 
"From 
Mass learning--lessons 
keyed to fit the average 
child. Little attention 
to needs and interests of 
individual children. 
Mastery of techniques in 
order to insure 'covering 
the ground.' Skills taught 
indiscriminately to all 
children, to be used as 
tools when, and if they 
need t~ ---
y 
To 
Much more opportunity 
for individual learning--
reco gni ti on of individual 
differences. 
Skills taught as they 
grow out of the needs 
and problems of the 
children. Not all the 
skills will be mastered 
by all the children, 
since needs and interests 
differ so widely." 
Crossley asserts the importance of experiences which 
precede the mastery of skills when she states: "Any skills 
fundamental to music could be acquired in a shorter time and 
learned well, if they were presented later and preceded by 
training in musical experience." She quotes Davisony who 
gives this opinion: 
"Many supervisors also fear that 'experience 
first' means the putting off of their beloved 
sight singing to such an extent that the full 
measure of reading knowledge cannot be reached 
}:/Beatrice Alice Crossley, The Construction and Evaluation of 
a Survey Test in Music for the Primart Grades, Unpublished 
Master's Tfies1s, Boston Un1versity Sc ool of Education, Boston, 
1946, p. 4. 
YArchibald T. Davison, Music Education in America, Harper and 
Brothers, Publishers, New York, 1926, p. 47. 
within school limits. But they are wrong, for 
the study of technique advances much more rapidly 
just because of that experience." 
y 
Perham concludes her comparison of the old and new 
school by summarizing: 
"The new school does not overlook the value 
and importance of a rich and challenging environ-
ment in which to work in music. We need oppor-
v tun1ties and materials with which children may 
experiment, manipulate and organize their musical 
experiences." y 
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Brooks and Brown terminate their historical review with 
an expressed concern for the future of music education: 
"Thus has music education passed through 
various phases in its transition from colonial 
days in America to the present time. It has 
been seen as one phase of a development in ele-
mentary education. All that has so far been done, 
however, has failed to accomplish in the ele-
mentary schools of this country the re-organiza-
tion in music education which many forward-looking 
educators have desired. Music education requires 
something more than reports and resolutions as 
statements of a philosophy. 
The question now is, What shall be the future 
of music education?" 
!/Perham, op. cit., p. 19. 
YBrooks and Brown, op. cit., p. 19. 
3. Learning and Individual Differences in Learning 
Within the school music program today, as ever, teachers 
are concerned with what the children are learning, and how 
better to stimulate them to learn, and how to provide situa-
tions and activities which will inspire learning. 
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Originally educational psychologists expounded the theory 
that learning was an individual matter for the learner to 
undergo, but it was also a formal disciplining of the mind • 
. !/ Butts and Crem1n state: 
"Since the intellectual faculties were formal 
in character, that is, they gave form and order to 
the content of knowledge, it did not matter so much 
what specific content a student learned. The im-
portant thing was to cultivate or 'form' his intel-
lectual powers by a rigid discipline, hence the term 
'formal discipline.'" 
The biologist and behaviorists explained learning as a 
different process according to Butts and Cremin~who continue: 
"On the other hand, the biological view of 
mind opposed this formal nature of learning and 
stressed the learning of specific content by a 
process of fixing a series of stimulus-response 
connections in the organisms habit system. In 
both instances the emphasis was upon the individual 
as a separate entity, though acting in different 
ways." 
Learning, to Dewey had an entirely different concept, and 
his interpretation greatly affected trends in education. 
!JR. Freeman Butts and Lawrence A. Cremin, A History of Educa-
tion in American Culture, Henry Holt and Company, New York, 
1953, p. 345. 
,Yibid. 
According to Butts and Cremin!/ the difference was this: 
"In contrast Dewey insisted that learning 
and education were essentially social in charac-
ter because nature, experience, and mind were 
themselves essentially social in character •••• In 
applying these doctrines to the educative process, 
Dewey insisted that the child is inherently active, 
with impulses to communicate with others, to con-
struct, to investigate, to create. Hence, the 
origin of the 'activities' program .... The students 
should be involved in an active situation in which 
they are genuinely concerned and interested," 
In 
Wilesy 
his discussion of the learning-teaching situation 
gives the following premises: 
·~e live and through the process of living 
we learn, 
Learning occurs through our interaction with 
the features of the environment which we select 
and interpret in terms of our past experiences 
and present purposes, 
Learning is done by an individual, occurs in 
the present, and is going on all the time. 
Thinking is a skill which may be developed 
and refined." 
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Seashore~ felt that efficiency of time was an essential 
in teaching neglected by many, and he cited: 
"The ordinary procedure in teaching and learn-
ing music is shamefully wasteful because known laws 
of learning are not applied. The teaching of musi-
cal notation, ear training, and sight reading in 
!/Ibid. 
2/Kimball Wiles, Teaching for Better Schools, Prentice-Hall, 
Tnc., New York, 1952, pp, 14-20. 
3/Carl Seashore, Ps§chology of Music, McGraw-Hill Book Company, 
Tnc., New York, 193 , p. 149. 
and 
the schools could be vastly improved by a simple 
application of a few principles now applied in 
other subjects •••• The learning process in music 
involves two primary aspects: acquisition and re-
tention of musical information and experience, 
and the development of musical skills." 
Learning is applied to music reading processes by Brooks 
!I Brown who report: 
'The first member of the learning cycle, the 
stimulus, is to need to read music •••• The second 
member of the cycle is the assimilative experience, 
reading music as a school experience with other 
pupils •••• The reaction would be use of the reading 
ability in other situations. 
Very little is known about the manner in which 
symbol-perception takes place in reading music, ex-
cept by inference of what occurs in reading the 
printed page. The eye probably moves from left to 
right across the page •••• but whatever the manner of 
the eye progression, the perception of the musical 
symbols must become an habitual response pattern." 
Mursell~ also relates concepts of learning to the music 
program in this manner: 
"A program planned to promote musical growth 
will consist of a wide and varied range of learning 
experiences •••• The point is that growth of any kind, 
including musical growth, is brought about by any 
experience through which a person learns. For this 
reason such an experience is often called a develop-
mental experience--a growth-producing experience, 
that is to say. 
The essential purpose of the learning experi-
ences we organize as the substance of our program is, 
19 
j{B• Marian Brooks and Harry A. Brown, Music Education in the 
lementary School, American Book Company, New York, 1946, p. 41. 
first and foremost, to promote growth, rather than 
to bring about the immediate and complete mastery 
of any specific item." 
!I Mursell also wrote: "Learning experiences must be 
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flexibly adapted to the maturity, interests, and needs of the 
learners." Adapting to needs of children implies an important 
consideration for the teaching-learning situation, individual 
differences, Consistent with general educational concern for 
and attention to individual differences and varied pupil 
capacities for learning is the premise for music education 
?:! 
stated by McMillan as follows: 
"If we accept as our ideal the development of 
the 'humane and constructive talents of each in-
dividual,' it is clear that we shall at once be 
faced with the problem of individual differences. 
So we must provide for a great many varied musical 
activities if we are to meet the varied needs of 
our children." 
y 
Tipton asserts: 
"Furthermore, we would need to place the accent 
upon the best possible quality of musical growth 
for all kinds of children, the musically gifted, 
the academically gifted, the average, and the slow 
learner •••• We should need to improvise, in all 
probability, to discover new and better ways of 
working with children possessing widely varying 
musical abilities. Such experiments as these might 
be worthy of trial: 
!/Ibid., p. 125. 
2/L, Eileen McMillan, Guiding Children's Growth Through Music, 
trion and Company, Boston, 1959, p, 7. 
1/Gladys Tipton, "Music Education in a Changing World," Music 
Educators Journal (June-July, 1961), 47:6, 34. 
Multille grouling, or crossing grade levels, to 
satis y speci ic musical needs, such as an ac-
celerated group dealing with music reading or 
part singing; a common interest group learning to 
play the autoharp or piano or violin; a group 
needing musical reinforcement in singing or play-
ing rhythm instruments or using notation. 
Team teachin,, with its great possibilities for 
1nd1v1duai a tention, enriched content, and its 
vast potential for developing inter-relationships. 
Use of radio or closed circuit TV for examples of 
artist teach1ng. 
Music assemblies for sharing and developing musi-
cal competencies, and for wider experience with 
music literature. 
School library listening posts and record check-out 
plans for home use. 
Music studio, music center, or a music corner in 
a classroom, where children may explore or experi-
ment with music and musical instruments. 
Exploration of orchestral instruments and piano 
for !!! children. 
A check-out plan for autoharps and other classroom 
instruments for home use. 
Use of reference books in the school library for 
children to discover interesting, authentic in-
formation about a song or recording or composer. 
Or musical in£ ormation about a country or an era 
or an historical period. 
Supplementary music books for children to browse 
through on their own initiative." 
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4. Team Learning and the Implications for Music Education 
The concept of individual differences in education is far 
from a recent one, but the practical handling of the recognized 
situation of pupil differences may not be so easy for the teacher 
22 
to solve, Team learning offers a potentially exciting and 
valuable solution to this premise, and its premises are predi-
cated upon the theories concerning individual differences. 
!I 
Durrell affirms the importance of provision for differ-
ent pupil abilities and progress rates stating that: "Probably 
the greatest contribution of modern psychology is the recog-
ni tion of individual differences," ?:/ He further asserts: "The 
most fundamental difference among school children is concerned 
in the difference in rate of learning of pupils." y 
Durrell and Palos define some of the educational advan-
tages of team study in the area of reading: 
"Team study seems to offer many advantages to 
learning, especially in view of the wide differences 
in ability among pupils in any classroom, It permits 
adjustment to individual differences in level and 
learning rates; rapid learners may advance faster or 
use more difficult material; slow learners may use 
easier material or more detailed study guides and 
progress at a suitable pace •••• Certainly team study 
provides greater security in learning, especially 
when pupils check their knowledge with each other 
at frequent intervals of a study period," 
Drill or repeated practices, even when needed, may not al-
ways be interesting for children, particularly when they are 
engaged in a task alone, There is often more interest and more 
learning when a pupil is sharing the activity with another of 
gDonald Durrell, "Individual Differences and Language Learning 
bjectives," Childhood Education (January, 1936), 12:149, 
?:/Ibid., p. 151. 
VDonald Durrell and Viola Palos, "Pupil Study Teams in Read-
1ng," Education (May, 1956), 76:553. 
similar ability. C ' t' . G !/ oncern1ng mo 1vat1on ray states: 
"Experience shows clearly that pupil de-
velopment cannot always be achieved most effect-
ively as the child works alone. Of great im-
portance is the stimulus and added insight which 
results when he is working with others in achiev-
ing common goals." 
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Buddington~ and his associates used pupil evaluation as 
well as teacher in assessing the effectiveness of study-teams 
for Social Studies review, and they report: "As indicated by 
the questionnaire, the children reacted favorably to team-
learning." y 
McHugh cites the following reaction to his study in the 
intermediate grades: 
"From the very beginning, team learning in 
spelling and arithmetic proved both exciting and 
enjoyable to children. The motivational factor 
of not having to wait for others to finish before 
moving on to more difficult tasks stimulated 
children, and they advanced more rapidly than 
either teachers or supervisors had anticipated." 
±I Buddington suggests the particular value of teams for 
skills learning or review: "When working in teams, the pupils 
¥/William s. Gray (Compiler and Editor), Classroom Techniques 
1n Improvement Reading, University of Chicago Press, Chicago, 
1949, 76:552. 
~inton H. Buddington, Effective Use of Study-team Review 
Techniques in Fifth and Sixth Grade Social Studies, Unpub-
lished Master's Thesis, Boston University School of Education, 
Boston, 1959, p. 152. 
3/walter McHugh, Pupil Team Learning in Skills Subjects 
rntermediate Grades, Unpublished Doctoral Dissertation, 
Un1versity School of Education, Boston, 1960, p. 216. 
±/Buddington, op. cit., p. 5. 
in 
Boston 
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can practice skills needed individually rather than taking ex-
cessive class time on each particular skill," 
The following material is taken from an information sheet 
distributed for class discussion of team learning in the ele-
!/ 
mentary school by Dr, Durrell: 
"Pupil team learning provides an additional 
way to serve learning needs of pupils: differences 
in levels of ability, rates of progress, special 
skills needs, enrichment, self-direction, mutual 
a1d 1n learnin~. Whole-class 1nstruct1on, abil1ty 
grouping, and 1ndividual study also render impor-
tant services," 
Research is still being conducted to determine the pupil 
size of some teams for best results in certain activities, but 
some of the possible groupings are suggested by Durrell: 
"Suggested Patterns in Team Learning: 
1, Team progress techniques in skills in-
struction. Teams of 2-3 pupils of equal 
ability, use clearly defined assignments 
or learning packages--self-directing, 
self-correcting 
3. Team use of study guides to improve 'in-
take' of ideas, Teams of 2-3 pupils, 
usually of equal ability, answering ques-
tions set by study guides of different 
levels and types." 
According to Durrell: 
y 
y 
!/Donald Durrell, Team Learning in the Elementary School, Un-
published Paper, Boston University School of Education, Boston, 
1960. 
?Jibid. 
l/Durrell, Improving Reading Instruction, op. cit., p. 130. 
"There are a great many situations when in-
terest is heightened, comprehension increased, and 
general achievement is improved through pupils' 
working in pairs or groups of three •••• There is 
seldom any type of learning which is not enhanced 
by children working in pairs." y 
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Durrell makes the following suggestion concerning the 
size of groups in the intermediate grades: "In the inter-
mediate grades, children like especially to work in pairs or 
in teams of three •••• They may be given glossaries for a social 
studies lesson and will work together in finding the words in 
the book and noticing how they are used." y 
At the time of the writing of his dissertation, McHugh 
made the following charge which must be considered by edu-
cators in all curriculum areas. He declares: "Although pro-
vision for levels of ability in reading has shown evidence of 
increased progress, little has been done to adapt methods and 
materials to individual differences in other skills subjects 
for levels of ability or rates of progress." 
5. Music Reading and Symbols of Notation 
It is likely that no aspect of the total music curriculum 
has undergone more evaluation, revision and self-reflection 
than that of music reading and developmental readiness for 
reading. It is essentially the ability to translate music 
(symbols) into sound upon sight. It is to hear what you see, 
!/I bid • , p. 129. 
YMcHugh, op. cit., p. 1. 
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and to visualize what you hear. However, for children there 
are many gradual and sequential stages in developing the abil-
ity to read music, and educators have long debated the degree 
of value to be placed upon music reading in terms of the total 
music program. y 
Pierce defends its importance to tne child in his total 
participation in a complete music curriculum: 
"The ability to read music is an essential 
part of a well-rounded music education, and its 
development should be given proper consideration 
in the general music class. It is a step to musi-
cal understanding and appreciation--one which, when 
well taught, leads to perpetually delightful ad-
ventures into the realm of music. Poorly taught, 
music reading is the scourge of music lessons and 
a disagreeable task to be laid aside as quickly as 
possible. It is important, therefore, that teachers 
know how to present music reading in an interesting 
and meaningful way. Their aim should be, not to 
make readers ~ se, but, through reading, to have 
children enjoy ana-use music. 
In one of his guiding principles for music education, Mur-
Y 
sell states: "In a program planned to promote musical growth, 
the development of music-reading ability will proceed as the 
development of a progressively clearer, fuller, and better 
understanding of music." 
It would seem defensible that music reading, especially 
for the pupil in the upper elementary grades, is the key to 
potential for greater enjoyment of more difficult or mature, 
!/Anne E. Pierce, Teaching Music in the Elementary School, 
Henry Holt and Company, New York, 1959, p. 88. 
?}Mursell, Music Education: Principles and Programs, op. cit., 
p. 135. 
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hence more satisfying, musical experiences, 11 Landeck defines 
a reason for children to want to read music: 
"The purpose of learning to read is to be able 
to widen music's sphere beyond what you can take in 
aurally or create for yourself, But, before you try 
to widen your sphere, there must be a substantial 
core as a point of departure, Before you can de-
cipher a code, you must be literate in the language. 
The music you read can hold only as much delight as 
you have already experienced before reading it since 
the notation merely represents mus1cal ideas,'' 
Landeck emphasized the need for preparatory experiences 
which include the acquisition of certain skills and musical 
vocabulary in a comprehensive and varied program. Children 
must acquire certain skills in recognizing and translating 
music symbols into sound in order to achieve any degree of in-
dependence in music reading, and effective aids to acquiring y 
these skills must be provided, Myers asserts: "Children 
need powers of their own in interpreting the symbols of music. 
Independent ability in translating symbols is the goal of 
y 
music reading experience." Myers further advocates " •••• at 
least three years singing experience after kindergarten as 
necessary and desirable before formal music reading is intro-
duced." 
l/Beatrice Landeck, Children and Music, William Sloane Associ-
ates, Inc., New York, 1952, Appendix I. 
'ijLouise Kifer Myers, Teaching Children Music in the Elementary 
School, Prentice-Hall, Inc., Englewood Cliffs, New Jersey, 1950, 
p. 149. 
1/Loc. cit. 
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!I In her service paper concerning music reading, Grillo 
reports: 
"Music reading is not a goal to be reached 
for its own sake, but a means to an end. It is 
an aid to those students who do not possess the 
inherent musical ability to read easily, naturally, 
who are guided by the lo~ical presentation of the 
technical aspects of mus1c to be fairly accurate 
and intelligent interpreters of the printed page." 
As a result of her comparative study in the fourth grade, y 
Hutton asserts that: 
"Unless the individual student has developed 
a basic music vocabulary and has through long 
association acquired an understanding of the sig-
nificance and purpose of the more common music 
symbols, he is likely to understand little of their 
relationship to sight singing." 
y 
Mursell challenges any dissenters by defending music 
reading as essential in these words: 
"Right at the start, we run into a very striking 
implication. The teaching of music reading has an 
essential place in a developmental program of music 
education. This faces up to a highly controversial 
1ssue about as squarely as anything could. 
The reason? To learn to read music is to learn 
to understand music. The whole value of the symbols 
is to help us to understand music better. Without an 
understanding of the symbols, musical understanding is 
bound to lag. But if musical understanding lags, musi-
cal growth lags. So the teaching of music reading is 
a 'must' in a program planned to promote musical growth." 
i7Elaine Grillo, An Approach to the Teaching of Music Reading 
1n the Elementary Grades, Unpublished Service Paper, Boston 
University School of Education, Boston, 1954, p. 4. 
yooris Hutton, "Comparative Study of Two Methods of Teaching 
Sight Singing in the Fourth Grade," Journal of Research in 
Music Education (Spring, 1954), 2:4. 
yMursell, Music Education: Principles and Programs, op. cit., 
p. 137. 
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If music reading is essential to the music program, and 
it seems to be indisputedly so, and understanding symbols is 
a prerequisite for reading, we must then consider what the 
authorities say concerning presentation of the fundamentals 
of music notation or theory. McMillan!/ most logica.lly and 
convincingly relates the child's need for music symbols and 
understanding notation to communication in music, which is 
one of its vital, universal roles. She states: 
"They [musical symbols] are needed by children 
as well as grown-ups, for there are many doors of 
musical growth that will always remain closed to 
them unless we use the same good teaching psychology 
for opening these doors that we use in opening so 
many others for children. Becoming able to use musi-
cal symbols can be a rewarding venture fQr children 
and teachers alike, if it is well understood and 
carefully planned." 
Music reading, and understanding of the symbols of nota-
tion are dependent upon individual abilities and previous ex-
periences, just as in the reading and language areas of the 
. 1 p· 5I . curr1cu um. 1erce rem1nds us: 
"Because children vary greatly in abilities 
and background, it is impossible to specify an age 
or grade when all children should begin learning 
to read music. To present notation before children 
are ready for it discourages them and sets them 
against it. Yet to postpone reading too long is 
unwise, for it denies to children a useful musical 
tool. As in all educational undertakings, class 
and individual needs should determine starting 
time, the type and tempo of instruction, and the 
goals of accomplishment." 
!/McMillan, op. cit., p. 165. 
5/Pierce, op. cit., p. 89. 
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Therein is stated one of the very significant problems 
in music education at the upper elementary level. That is 
the mass or class presentation or review of material to a 
group whose vast range of difference in musical achievement, 
ability and background of experiences makes it educationally 
undesirable. In no other area of the curriculum today is an 
activity involving skills, understanding of symbols and in-
dividual differences among pupils handled by class presenta-
tion of the content. Here is a real need for practical appli-
cation of the tenet of attention to the individual needs and 
allowance for the individual differences of children. 
N dN !I . . ... ye an ye state, concern1ng group 1nstruct1on 1n read1ng 
music: 
"Some children are ready for it and have 
special interest in it. Others are not ready. 
Many of the failures of the past stem from trying 
to teach music notation to every child in the 
classroom at the same time. This approach is 
no longer considered good practice in teaching 
children to read English, and this applies equally 
well in teaching children to read music." 
Would not the answer be provision for individuals or small 
groups, moving at rates of progress commensurate with ability, 
to review or acquire the skills and content necessary for the 
class activities? 
!/Robert Nye and Vernice Nye, Music in the Elementary School, 
Prentice-Hall, Inc., Englewood Cliffs, New Jersey, 1957, p. 175. 
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!I 
Nye and Nye advocate small group work for skills learn-
ing in music as in other areas of the curriculum in their 
suggested daily schedule adapted from the Alabama Course of 
Study: 
"III. Skills. Small-group or individual 
1nstruction in reading, writing, 
spelling, listening, speaking, 
music, and arithmetic skills." 
1/4 to 
1/3 of 
day 
For any who would deplore the isolation of skills, they 
always stem from experiences and relate to desired goals or 
problems to be solved. Every curriculum area utilizes special 
activities or groupings for teaching or reviewing specifics. 
Practically, Nye and Nye~ suggest this solution: 
"Ideally, the most effective time for teach-
ing them [types of skills or fundamentals] is 
when the need arises--no matter in which area. 
But, since all children do not need the same amount 
of guidance, a special skills program is necessary. 
Special assistance in music is thus given to in-
dividuals and groups in the class just as it is 
given in developing any of the other skills. Activ-
ities designed to teach skills can comprise one of 
the most interesting and satisfying areas of the 
daily program when children understand the applica-
tion of these skills in terms of everyday needs in 
solving problems." 
Individual, small group or paired activities which were 
self-explanatory and possibly self-corrective would enable 
students to work on their own and free the teacher for "ro-
tating" assistance or to assume the role of consultant. 
!/I bid • , p • 5 • 
Yibid., p. 7. 
Finally, in her delineation of requisites for a music 
!I 
reading program Snyder expresses the following argument: 
"Through the ages men have sought ways to 
help people to perform music--to sing and play 
instruments well together and individually--and 
to improve their ability to read. When one can 
interpret the symbols of music notation, one can 
communicate and interpret to others the music 
which skilled composers have notated. When one 
is not able to read, one is limited to the music 
one hears from others and to one's own powers of 
invention." 
?:I Snyder concludes her argument by saying: 
·~usic reading is music understanding. It 
is much more than the ability to read notes, 
rests, and musical terms accurately. It is the 
ability to interpret the printed page, to capture 
the spirit of the music by sight, and to discover, 
through symbols, the message and beauty of music." 
VAlice M. Snyder, "Guidelines for a Music Reading Program," 
~usic Educators Journal (February-March, 1963), 49:4, 65. 
?:/Ibid., p. 68. 
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CHAPTER III 
CONSTRUCTION OF MATERIALS 
The purpose of this study was the construction of mate-
rials for self-study and paired practice to be used by fifth 
graders in learning the fundamentals of music theory. 
The materials were to include study cards and self-corrective 
worksheets so that children could use them independently, 
without teacher assistance. Evaluation was to be made to de-
termine the effect of these materials for this type of skills-
drill learning to acquire the fundamentals of music theory. 
The fifth grade was selected as an appropriate level at 
which to conduct this investigation since tney should be able 
to read and understand the experimental material, to follow 
the directions, and to work independently in pairs. Since the 
sixth year is a terminal point for presentation of elementary 
level music theory (with full cognizance of review and further 
development of concepts at junior high level) the fifth grade 
seemed a reasonable level to assume for the children either 
specific introduction or previous incidental exposure to many 
fundamentals of music theory. The choice of fifth grade also 
allowed a level of content beyond that grade for children with 
a more extensive background in the fundamentals or with 
superior achievement. 
-33-
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It was decided that the experimental classes should be 
paired to use the materials, primarily on the basis of an 
initial inventory test. By utilizing team learning techniques 
it was felt that greater independence on the part of the chil-
dren could be assured. Partners could assist and check each 
other, do the practices together, learn from each other, and 
have the added motivation and stimulation of working with some-
!/ 
one similarly capable. Buddington reports favorable pupil 
and teacher evaluation 
Social Studies review. 
in assessing the use of 
Durrell~ has stated: 
study-teams for 
"There is seldom 
any type of learning which is not enhanced by children working 
in pairs." 
For the experimental group materials were prepared for 
three phases of study. A battery of graded fundamentals of 
music theory, ranging from the most elemental through sixth 
grade content, was presented on study cards. Each card was 
constructed to be used by a pair of students (or individually) 
so that the content could be read and would be self-explana-
tory or sufficiently illustrated to be understood and studied. 
Each card was marked by a code number(s) and letter(s). The 
i/Winton Buddington et al., The Effective Use of Study-team 
~eview Techniques in the Fifth and Sixth Grade Social Studies, 
Unpublished Master 1 s Thesis, Boston University School of Edu-
cation, Boston, 1959, p. 152. 
~Donald Durrell, Improving Reading Instruction, World Book 
Company, New York, 1956, p. 387. 
cards could also be identified by a color mark in the upper 
corner for ease in locating them in the battery or set. 
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In each experimental classroom a covered (shoe) box con-
tained the sets of cards, with approximately fifteen of each 
card included. Although different partners moved at differ-
ent rates of speed there was always a card available for each 
pair. 
The content for these cards was selected and organized 
on the basis of: 
1. charts and manuals accompanying five song series 
2. suggestions by authors of six music methods texts 
3. five curriculum guides for elementary music 
4. opinions of authorities in music education 
Sources and references used are indicated in the follow-
ing section. 
MUSIC SERIES EXAMINED 
A Singing School, ed. by Theresa Armitage and others, 
Summy-Birchard Publishing Company, Chicago, rev. 
1950-51. 
Music for Livin~, ed. by James Mursell and others, 
Silver Burdett ompany, Morristown, New Jersey, 
1956-57. 
Music for Young Americans, ed. by Richard Berg and 
others, American Book Company, New York, 1960. 
Our Singing World, ed. by Lilla Belle Pitts and 
others, Ginn and Company, Boston, rev. 1957. 
Tofether We Sine, ed. by Irving Wolfe and others, 
Po lett Publish1ng Company, Chicago, 1955-57. 
MUSIC CURRICULUM AND METHODS TEXTS EXAMINED 
Florence Andrews and Clara Cockerill, Your School 
Music Program, Prentice-Hall, Inc., New Jersey, 1956. 
L. Eileen McMillan, Guiding Children's Growth Through 
Music, Ginn and Company, New York, 1959. 
Louise Kifer Myers, Teaching Children Music in the 
Elementary School, Prentice-Hall, Inc., New Jersey, 
1956. 
Robert Evans Nye and Vernice Nye, Music in the Ele-
mentary School, Prentice-Hall, Inc., New Jersey, 
1957. 
Anne Pierce, Teaching Music in the Elementary School, 
Henry Holt and Company, New York, 1959. 
Carl 0. Thompson and Harriet Nordholm, Keys to Teach-
ing Elementary School Music, Paul A, Schm1tt Music 
Company, Minnesota, 1949. 
MUSIC CURRICULA EXAMINED 
A Curriculum Guide for Intermediate Grade Teachers, 
State Department of Education, Massachusetts, 1951. 
Children, the Music Makers, Albany, New York, 1950. 
Guiding Musical Experiences of Children, Baltimore 
County Public Schools, Towson, Maryland, 1960. 
Let's Make Music, A Guide for Classroom Teachers, 
K-6, Topeka, Kansas. 
Music Guide for Elementary Schools, Springfield, 
Massachusetts. 
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In a folder, next to the card box, were worksheets, num-
bered and lettered to match the cards, and these were to be 
done by partners when they felt they had studied enough to 
know the content on the card. 
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Each card had at least one accompanying worksheet, but 
some had extra worksheets if it was felt that the difficulty 
of the content warranted more practices. Attached to each 
worksheet, or folded under as part of it, were the answers. 
This made all worksheets self-corrective, and pupils could 
check their success or failure with the study card immedi-
ately. 
All worksheet errors were to be corrected. If there were 
many errors, partners were advised to re-study the card, then 
take another worksheet and do it again. When the worksheet 
was completed and corrected it was to go into a folder and a 
check was to be made on the wall chart. 
Three folders were provided for ~Worksheets, Incomplete 
Worksheets and Corrected Worksheets in each room. The wall 
chart (refer to Plan of Experiment) contained names of pairs 
and a list of card numbers for checking progress. 
Beside the wall chart with the partners' names there was 
a large chart of directions for procedure to be followed: 
YOU MAY WORK WITH A PARTNER 
1. Take a card and study it. 
2. Return card to box and take a worksheet. 
Check - Numbers and letters on worksheet 
should match those on card. 
3, Do and correct worksheet. 
Either put corrected worksheet in Corrected 
folder 
~ if you have many errors K2 back and study 
card again, 
Then take another worksheet and do it again. 
4, Check on wall chart when finished. 
s. Take the ~ study card, 
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For each room there were some materials provided for more 
practices in some content areas: 
1. Pack of oaktag cards with notes and rests for 
identification with names on back, Partners 
draw in turn, guess or identify, and keep any 
correctly identified. 
2, PacK of oaktag cards with symbols, identified 
on the back of the card. 
3. Magnetic staff!/ with magnetized sharps, flats, 
notes, numbers (for time signatures). 
4, Oaktag staff (6" by 10") with movable key sig-
nature on cards for practice in locating key. 
(key location on back of cards) 
s. Chart keyboards 
6, Staff paper 
7, Piano, autoharp, melody bells, percussion instruments, 
music books available to each class 
!/Magne Music Board,Enterprises, Inc,, New York, New York. 
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For the end of each phase or level of content a short 
check test was constructed to be taken by pupils individually, 
and corrected by the teacher. 
On the following pages will be found a sample of the 
progress chart, the study cards, a worksheet and answer sheet 
and a check test. 
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TEACHER' S NAME 
PUPIL PAIRS 
Name 
Name 
Name 
Name 
Name 
Name 
Name 
Nam,. 
-
Name 
Name 
Name 
Name 
Name 
Name 
Name 
Name 
A SAMPLE OF THE CHART FOR EACH EXPERIMENTAL CLASSROOM 
TO BE CHECKED WHEN CARDS AND WORKSHEETS ARE COMPLETED 
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STAFF (Treble or G Clef) No. IA2a 
The 5 lines and 4 spaces of a staff have letter names 
like part of the alphabet. 
The musical alphabet has only seven (7) letters, 41 
A, B, C, D, E, F, G 
just as there are seven (7) syllables in the scale 
or: do, re, mi, fa, so, la, ti, (do, again) 
To write music you must put a musical sign called a 
clef at the beginning of a staff. Then you will know 
what letter names to give the l1nes and spaces of 
!!!.!,! particular staff. 
This ~ at the 
beginn1ng of the 
staff is called 
the treble clef. -!'t{~'~-----~------Gk-'"" \. J 
-
Treble means htgh (part or pitch) and clef means key. 
Th1s sign is t e "key" to the letter names of the 
lines and spaces. 
Another name for the treble clef is the G clef, be-
cause the sign begins by curling around the-iecond 
..!..!!!.!:. or G line • 
Treble clef and g_ clef are the ~· 
No. IA2a 
The letter names of the lines and spaces of the 
(treble) staff are A, B, C, D, E, F, G, but not in 
that order. 
They are 1n this order, beginning with§, and when 
you reach G, YOU MUST START WITH A AGAIN: 
5th line F ••• 
4tn line D • • • < 4th space E 
3rd line B. • • ~ 3rd space c 
2nd line G • • • 
' 
2nd space A 
1st line E • • • 1st space F 
2 '------=--=-=-~"-@-c:;'='_1>-__________ _ 
~~~-~_f~~~------------
begin with A again 
It helps some people to remember that the 4 spaces 
are F-A-C-E or FACE 
To help remember the lines you may say: 
Every Q_ood Boy Deserves friends or E-G-B-D-F 
However, if you remember 1st line E you can figure the 
rest of lines and spaces by mov1ng up the alphabet 
from line to space to line. (After G, go back to A) 
NAMES: _____________________________ __ 
WORKSHEET 42 
No. IA2 
---
DO THIS WITH YOUR PARTNER, AND BE SURE THAT YOU EACH HAVE A CHANCE TO 
ANSWER AND TO WRITE. DISCUSS THE ANSWER AND TAKETuRNS WRITING. 
UNDER EACH NOTE WRITE THE LETTER NAME OF THE LINE OR SPACE WHERE THE 
NOTE IS PLACED. THE NOTES IN EACH MEASURE SPELL A WORD. 
~~c-~J ®" 0 0 0 J l?o 0 o 0 1 n n ~ I~ B--':_(.2_"_ 
-
1. 2. 3. 4. 
'I r1 
'-.! L-"e -·-·--
\ ( 1 
,) 
J 0 
-"a"~-~ 
1'- IJ 
~ '-' 
5. 6. 7. 8. 
PLACE A WHOLE NOTE ON THE LINE OR IN THE SPACE FCR EACH LETTER BELOW. 
BE SURE TO WORK FROM LEFT TO RIGHT. 
, __ - ------1 
9 dead . __ ___;:.:.,:;:;__ 10 • __ .;;,.c a;.:g._e;_d __ 11. bee 12. face 
n 
""-
\ --
,) 
. 
13. Feb. bad 15 edge . __ ....:;.._ _ 14. 1 abed 6.----
17. ~ Why is this sign sometimes called a G clef? _______ _ 
18. Give another name for this same sign. 
19. Write the letters of the musical alphabet beginning with c. ____ _ 
20. Write the letters for the lines of the staff ----------------
for the spaces of the staff -------------------
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ANSWERS FOR NO. I A 2 
1. EGG 2. BAG 3. EDGE 4. BADGE 
5 FADE 
. -----
6 DAD 
. -----
7 ACE 
. -----
8 BEEF 
·----
() 
(/ (/ 
,.., -!' t \ .......- J. 1 
J ,.:.., ,.:.., 
. 
9. dead 10. caged 11. bee 
,., ~ 
CJ 
-T 't ,......, 
l "' .j. v {) ,--... 
J 
13. Feb. 14. bad 15. edge 16 abed 
·-.....;...;;....:..::._ 
17. It is called a G clef because it begins on second line G, or 
because the curl of the sign cuts through the G line. 
18. Treble clef 
19. C D E F G A B 
20. lines of the staff are E G B D P 
spaces of the staff are F A C E 
END OF PHASE I - CHECK TEST 
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Name _________________ Date _______ Homeroom Teacher 
DIRECTIONS: You are to take this test alone. When you finish, 
return it to your teacher, please. Congratulations~ 
You have completed Phase I and are ready to begin 
the study cards and worksheets for Phase II with 
your partner. 
Watch for the II in the corner of cards and work-
sheets. Use them as you did for Phase I. 
1. Draw a staff and place a treble clef at the beginning of it. 
2. Put a sharp on the fifth line. 
3. Write a meter signature of 4 beats with a quarter note = 1 beat. 
4, Beginning on the second line, write a scale of quarter notes 
moving upward. After every four notes put a bar line. 
5, Under each note write the letter ~· (Watch out for line 5!) 
6, Under each letter name, write the musical syllables for that 
note or tone. 
letter name 
syllable name - - - - - - - - - - - - - - - - - - - - -
7. Draw another staff and put a~ clef sign at the beginning of it. 
8, Put a flat on the second line. 
9, Write a meter signature of 2 beats with a half note = 1 beat. 
10, Beginning on the fourth line write a scalewise melody of 6 
half notes, moving upwar~After every two notes place a 
£!.!_ line. 
11. After 6 notes put a half rest on the staff, and at the end 
of the music put a repeat-sr-gn. 
letter names 
syllable names - - - - - - - - - - - - - - - - -
GO ON TO NEXT PAGE, PLEASE . . . . . . . . . . 
CHECK TEST for the end of PHASE I - Part 2 45 
DIRECTIONS: Please circle the correct ending for each of the 
following statements. 
1, The lines on the treble staff are: 
F A C E D E G B D F G B D F A 
2. This sign is a: 
rest sharp fermata or hold repeat 
3. The letter name of the first space of the treble clef is: 
E F G A B 
4, The letter name of the last line of the treble clef is: 
E F G A B c 
5, The treble clef is also called: 
the bass clef the G clef 
6. Some meter signatures are: 
# 
# 
2 
4 
3 
4 
4 
4 
7. The one symbol here which is a rest is: 
1 
8. The one symbol here whicn is a note is: 
the F clef 
9. The one symbol here which is a meter signature is: 
F 
10, The first ledger line below the treble clef is named: 
A low E middle C G 
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Construction of a Music Inventory Test.-- For the purposes 
of this study a music inventory test was constructed. It was 
to be a measure whose items are based on the examination of 
five music series and guides and which includes items common 
to five. It also needed to include some measure of the abil-
ity to read music without actually singing oc playing, 
Available tests in the fiel~ were examined for type of 
content, structure and administration of the measure. Some 
were not of recent construction and it was felt that the con-
tent might not be suitable in terms of current approaches to 
teaching music. Therefore, most of the items were selected 
as a composite of types from the several standardized tests, 
no one of which included all the categories desired, 
The preliminary test contained 135 items, and it was ad-
ministered to two groups of approximately 200 pupils each. 
1/Tests examined were: 
Beach Music Test (4-16), Frank A, Beach and H. E. Schrammel, 
Bureau of Educational Measurement, Kansas State Teachers Col-
lege, Emporia, Kansas, 1920-1939. 
Dia$nostic Tests of Achievement in Music, Form A, M. Lela 
Kot1ck and T. L, Torgerson, California Test Bureau, Cali-
fornia, 1950. 
Knuth Achievement Tests in Music, Division 2, William E. 
Knuth, Educat1onal Test Bureau, Inc,, Philadelphia, Pa., 1936. 
Kwallwasser-Ruch Test of Musical Accomplishment, Grades IV-
XII, Jacob Kwallwasser and G, M, Ruch, Extension Division, 
University of Iowa, Iowa City, Iowa, 1924, 
Providence Inventory Test, Form A, Grades IV-IX, Richard B. 
Allen, Walter Butterfield and Marguerite Tully, World Book 
Company, New York, 1932. 
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It was then subjected to item analysis for validation. 
Validation of the Music Inventory Test.-- An analysis of 
each item in this test was made using the item analysis tech-
Y 
nique of Walker and Cohen. The five per cent level of 
acceptance was utilized for this study. The following table 
shows the result of this item analysis. 
i{Helen M. Walker and Sidney Cohen, Probability Tables for 
tem Analysis by Means of Sequential Sampling, Bureau of Pub-
lications, Teachers College, Columbia University, New York, 
1949. 
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Table 1. Item Analysis of a Music Inventory Test 
Number Per Cent Accepted Number Per Cent Accepted 
Item Correct Correct or Item Correct Correct or Rejected Rejected 
1 23 77 Accept 41 29 97 Reject* 
2 22 73 Accept 42 20 67 Accept 
3 27 90 Reject* 43 19 63 Accept 
4 19 63 Accept 44 17 57 Accept 
5 19 63 Accept 45 17 57 Accept 
6 20 67 Accept 46 20 67 Accept 
7 17 57 Accept 47 25 83 Accept 
8 15 50 Accept 48 11 37 Accept 
9 17 57 Accept 49 7 23 Accept 
10 17 57 Accept 50 14 47 Accept 
11 16 53 Accept 51 15 50 Accept 
12 16 53 Accept 52 13 43 Accept 
13 15 50 Accept 53 16 53 Accept 
14 14 47 Accept 54 16 53 Accept 
15 15 50 Accept 55 14 47 Accept 
16 20 67 Accept 56 14 47 Accept 
17 17 57 Accept 57 14 47 Accept 
18 17 57 Accept 58 6 20 Accept 
19 11 37 Accept 59 13 43 Accept 
20 17 57 Accept 60 15 50 Accept 
21 15 50 Accept 61 15 50 Accept 
22 16 53 Accept 62 14 47 Accept 
23 22 73 Accept 63 9 30 Accept 
24 15 50 Accept 64 11 37 Accept 
25 17 57 Accept 65 8 27 Accept 
26 21 70 Accept 66 11 37 Accept 
27 17 57 Accept 67 8 27 Accept 
28 20 67 Accept 68 8 27 Accept 
29 19 63 Accept 69 15 50 Accept 
30 21 70 Accept 70 15 50 Accept 
31 21 70 Accept 71 15 50 Accept 
32 21 70 Accept 72 14 47 Accept 
33 14 47 Accept 73 15 50 Accept 
34 21 70 Accept 74 14 47 Accept 
35 22 73 Accept 75 14 47 Accept 
36 21 70 Accept 76 14 47 Accept 
37 15 59 Accept 77 13 43 Accept 
38 28 93 Reject* 78 13 43 Accept 
39 22 73 Accept 79 14 47 Accept 
40 24 80 Accept 80 14 47 Accept 
(concluded on next page) 
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Table 1 (concluded) 
Accepted Accepted Number Per Cent Number Per Cent Item or Item or Correct Correct Correct Correct 
81 
82 
83 
84 
85 
86 
87 
88 
89 
90 
91 
92 
93 
94 
95 
96 
97 
98 
99 
100 
101 
102 
103 
104 
105 
106 
107 
* 
Rejected Rejected 
14 47 Accept 108 11 37 Accept 
14 47 Accept 109 10 33 Accept 
14 47 Accept 110 9 30 Accept 
14 47 Accept 111 8 27 Accept 
13 43 Accept 112 12 40 Accept 
14 47 Accept 113 18 60 Accept 
13 43 Accept 114 13 43 Accept 
12 40 Accept 115 18 60 Accept 
12 40 Accept 116 8 27 Accept 
13 43 Accept 117 18 60 Accept 
13 43 Accept 118 10 33 Accept 
13 43 Accept 119 14 47 Accept 
13 43 Accept 120 7 23 Accept 
13 43 Accept 121 7 23 Accept 
11 37 Accept 122 24 80 Accept 
12 40 Accept 123 20 67 Accept 
12 40 Accept 124 22 73 Accept 
13 43 Accept 125 13 43 Accept 
10 33 Accept 126 21 70 Accept 
12 40 Accept 127 26 87 Reject 
13 43 Accept 128 23 77 Accept 
15 50 Accept 129 22 73 Accept 
13 43 Accept 130 25 83 Accept 
13 43 Accept 131 20 67 Accept 
14 47 Accept 132 26 87 Reject 
8 27 Accept 133 20 67 Accept 
8 27 Accept 134 17 57 Accept 
135 18 60 Accept 
These three items were found to be non-discriminating since a 
high percentage of testees answered them correctly. However, 
it was felt that some recognition or identification of these 
music symbols (G or treble clef, whole note, sharp) should be 
included in a music inventory and the items were not discarded. 
After item analysis of the music inventory test 133 items were 
accepted as discriminating (or defensible) and were included as 
items in the test for the study. 
The final test for the study consisted of 133 items: 
15 Identifying Notes and Rests 
14 Note Values 
8 Letter Names of Lines and Spaces 
14 Identification of Musical Signs and Symbols 
12 Finding do and Naming Keys 
5 Intervals 
22 Syllables 
4 Unison and Harmony 
4 Major and Minor 
13 Time or Meter Signature 
10 Identifying Melodies 
7 Rhythmic Identification 
5 Melodic Identification 
133 Total of Items 
50 
The complete test used in the experiment appears in 
Appendix A, pages 136 to 141. It was administered each time 
(twice) in a single sitting of approximately 50 minutes dura-
tion. 
CHAPTER IV 
PLAN OF THE EXPERIMENT 
The purpose of this study was to prepare and evaluate 
the effectiveness of self-study, paired practice and self-
testing materials and activities in the presentation of the 
fundamentals of music theory at the fifth grade level. 
Music reading should be a natural outgrowth of a se-
quential and varied program of musical experiences and ex-
plorations, but a very real problem exists in the presenta-
tion of fundamentals of music theory when one considers the 
varying interests, abilities, and musical backgrounds of 
different children. 
This experimental study was planned to recognize in-
dividual ability and varied backgrounds of the children, and 
to constructively utilize pupil time. It attempts to evalu-
ate the effectiveness of having children paired with a part-
ner of similar ability in the area of fundamentals of music 
theory, allowing pairs or individuals (since pairing was 
flexible throughout the study) to begin at their point of 
achievement, rather than at one common level, and to proceed 
at individual (or with partner) rates of speed according to 
one's own aptitude and interest. 
Selection of the Population.-- Two groups of children 
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representative of similar social and economic strata were 
selected to participate in the study. Permission was granted 
to conduct the experiment in a suburban town within a twenty-
five mile radius of Boston. The population of the town was 
approximately 4,000 plus approximately 2,000 military per-
sonnel and families. All seven fifth grade classes within 
the system used the experimental material. The control group 
consisted of seven fifth grade classes, which would be as 
similar as possible in socio-economic background, from cer-
tain communities of a large city of approximately 68,000 popu-
lation. This particular system, also within a twenty-five 
mile radius of Boston, was selected for its strong program in 
music reading and in teaching the fundamentals of theory and 
notation. Since the town of the experimental population is 
a suburban community with a large portion of the population 
in a comfortable-to-high socio-economic strata, schools and 
classes of children selected for the control group were drawn 
from those areas of the large city population more likely to 
match the background of the experimental group. There were, 
of course, factors of heterogeneity within both populations 
to represent all strata of socio-economic backgrounds. There-
fore, it was felt that the children participating in the ex-
periment could be considered representative of similar popu-
lations. 
After permission was granted to conduct the study by 
both superintendents of the two school systems, a meeting 
was held with the Director of Music of the city selected 
for the control population. When the plan was outlined, 
co-operation was graciously assured and referral was made 
for selection of specific classes to the Supervisor of 
Music for that grade level. 
53 
It was determined that seven classrooms of fifth graders 
were to be utilized for each group, experimental and control, 
in each of the two systems. 
Selection of Teachers and Classrooms.-- While recog-
nizing some heterogeneity of background within any class, 
request was made for seven control classes from comfortable-
to-high socio-economic residential sections. Teachers were 
selected who were familiar with the music program and who 
had demonstrated aptitude for teaching a sequential develop-
ment of skills. Classes were selected from five schools in 
various parts of the city. 
In the experimental community, after an explanatory in-
terview with the principals, the writer met with the seven 
fifth grade teachers of the system who agreed to participate 
in the study. Since the material was all pupil oriented, all 
seven teacners were asked to participate regardless of their 
experience in teaching music. 
Preparation of Teacners.-- Prior to initial testing an 
introductory letter was sent and a personal interview was 
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held with each teacher and principal of the control com-
munity to explain the purpose and procedure of the study. 
The teachers of the control classes were requested to con-
tinue with the music program as usual. The writer explained 
that seven visits would be made to each class for purposes 
of testing, and that the initial inventory test would be 
administered again at the end of the four month time period. 
Each teacher of the experimental group was given a 
demonstration of the materials and explanation of the study 
in a group meeting. Request was made for allocation of time 
during the week for children to use the materials, and for 
provision of space for cards, chart, and folders for work-
sheets. It was explained that seven visits would be neces-
sary for testing purposes and that material would be dis-
tributed and collected weekly, or as pupils needed it to 
progress with the study. 
In both communities the gracious cooperation of all 
school personnel involved greatly assisted the conduct of 
the study. 
Initial Testing.-- The initial testing was begun in 
January, 1962. As soon as the Inventory Test was administered, 
pupils of the experimental group were paired within classes 
according to similarity in score, and the experimental mater-
ials were distributed. The musical aptitude tests and in-
telligence test were then administered to both groups. The 
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writer was assisted in the testing by the Director of Testing 
in the experimental community who administered and scored the 
Otis test. Two students from the State College at Lowell 
with training and experience in testing administered and 
scored the Otis test for the control population. 
Copies of the tests may be found in Appendix A, pages 
132 to 141. 
y 
1. Otis Quick-Scoring Mental Ability Test: Beta EM 
2. Drake Musical Aptitude Tests 
y 
Musical Memory Test 
3. Music 
Rhythm Test y 
Inventory Test 
Final Testing.-- The final testing was done at the end 
of May into early June, 1962. The only test administered at 
this time was the Music Inventory Test. This test may be 
found in Appendix C, pages 183 to 187. 
Description of the Control Group.-- In the seven control 
classrooms music was taught as usual according to the course 
!/Arthur s. Otis, Otis Quick-Scoring Mental Ability Test, 
Beta Test, Grades 4-9, Form EM, World Book Company, New York, 
1954. 
2/Raleigh M. Drake, Drake Musical Aptitude Tests, Musical 
~emory Test, Rhythm Test, Forms A and B, Science Research 
Associates, Inc., Chicago, Illinois, 1954. 
yBarbara L. Bennett, Music Inventory Test, self-constructed, 
1962. 
of study suggested and with the usual time allocation. The 
initial inventory test indicated that a large majority of 
these children were proficient in the fundamentals of music 
theory. 
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Description of the Experimental Group.-- In the seven 
experimental classrooms one period of varied musical activities 
taught by the music specialist was continued during each week, 
but no class presentation of the skills material included in 
the study. On the other four days a ten minute period per day 
(or the equivalent per week) was allocated to the pupils to 
use the experimental materials. 
The children worked in pairs, studied the cards, did the 
worksheets and corrected them, and marked their progress on 
the chart provided. At the end of each phase a check test, 
without answers, was taken individually. 
If any pupil was absent, new partners were matched for 
that day, or the pupil joined the next team of two. Pairs 
could be re-matched throughout the study if absence, individual 
progress or any other factor warranted it. 
All materials were made, distributed and checked by the 
writer. 
Types of Activities Used with Experimental Materials.--
1. Study Cards - Pupils working in pairs could read 
the cards together or one to the other taking 
turns. 
Pupils were to question each other concerning 
the material on the study card in turn. 
2. Worksheets - Pupil partners did worksheets to-
gether, with a provision for disagreement, then 
corrected sheet immediately and returned to 
study card to check errors. Worksheets varied 
with completion, writing notation, filling in, 
finding likes and differences, identification, 
definitions, correction of musical errors, and 
problem solving. 
3. Drill Some materials were provided to rein-
force learning for those who found extra prac-
tice desirable. These included cards with 
symbols for identification for "draw and iden-
tify" games, a staff with changeable key signa-
tures for finding the key, and extra worksheets 
with similar material. 
4. Music Books - Children were asked to refer to 
music books for some identification, location 
of notation, classification. 
5. Check Tests - Varied to include a summary of 
material studied during a phase of the program, 
these tests were taken individually and corrected 
by the writer, then returned for further study if 
necessary. 
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On the following page is an outline of the content pre-
sented during the study, All materials are to be found in 
Appendix B, pages 142 to 18U, 
LEVEL I - Study Cards 
!Al - Staff 
!Alb - Ledger Lines 
IA2 - Treble or G Clef 
IA2b 
- Letter Names -
Lines and Spaces 
IA3 - Bass Clef 
IA4 - Grand Staff 
IBl - Notes and Rests 
IB2 - Note Na.mes 
IB3 - Rest Names 
ICl - Melody (Scale) 
LEVEL II - Study Cards 
IIAl - Note Values 
IIA2 - Note Values 
(Comparative) 
IIA3 - Meter or Time Signature 
IIA4 - Simple Time or Meter 
IIASa - Dotted Notes 
IIA5b - Dotted Notes 
LEVEL III - Study Cards 
IIIAl - Keyboard (Intervals) 
IIIA2 - Keyboard (Chromatic Scale) 
IIIA3 - Unison and Harmony 
IIIA4 - Harmony - Tonic Chord 
IIIBl - Minor Scale (Natural) 
IIIB2 - Minor Mode 
IIICl - Dynamics (symbols) 
IIIC2 - Dynamics (terms) 
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TENTATIVE SCHEDULE PROPOSED FOR THE STUDY 
----
JANUARY - Week of 8th TESTING, Experimental and Control Groups 
Week of 15th TESTING, Experimental and Control Groups 
Week of 22nd PAIRING and INTRODUCTION of MATERIALS, 
Experimental Group 
Week of 29th LEVEL 1 begins, Experimental Group 
FEBRUARY - Week of 5th 
Week of 12th 
Week of 19th -VACATION-
Week of 26th 
MARCH - Week of 5th 
Week of 12th LEVEL 2 begins, Experimental Group 
Week of 19th 
Week of 26th 
APRIL - Week of 2nd 
Week of 9th 
Week of 16th -VACATION-
Week of 23rd LEVEL 3 begins, Experimental Group 
Week of 30th 
MAY- Week of 7th 
Week of 14th 
Week of 21st 
Week of 28th TESTING, Experimental and Control Groups 
JUNE- Week of 4th TESTING, Experimental and Control Groups 
COPY OF LETTER SENT TO ALL TEACHERS OF CONTROL POPULATION 
January, 1962 
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Dear , 
As partial fulfillment of the requirements for a Doctorate 
in Education at Boston University I wish to conduct a study of 
the acquisition of fundamentals of music theory at the fifth 
grade level. Your school system was recommended to me by Dr. 
Crossley, my advisor, for its excellent program in music, and 
I am very appreciative of administrative permission to work 
with seven fifth grade classes in your city as my control group. 
I am particularly grateful to the classroom teachers who 
are willing to assist me in this study. The participation of 
any fifth grade class will require only: 
1) the administration of two tests of Musical Aptitude 
and one group test of Mental Ability, to be admin-
istered in January 
2) the administration of a check list or Inventory of 
music fundamentals at the beginning and end of the 
experiment 
3) the availability of brief data concerning the musical 
background of each child 
The entire study is scheduled to extend approximately four 
months and, other than the tests which I will administer, there 
will be no request to teachers for any alteration in their 
regular program. 
The experimental group for the study will include seven 
fifth grade classes from a local community, and they will 
work independently and in pairs on prepared materials for the 
duration of the study. 
I look forward to meeting you and your class and will be 
happy to answer any questions you may have. 
Sincerely, 
CHAPTER V 
ANALYSIS OF DATA 
It was the purpose of this study to evaluate the power 
of self-teaching, paired practice and self-testing materials 
to present the fundamentals of music theory at the fifth 
grade level. The analysis of data was organized to reveal 
1. The effect of the use of team learning materials 
and procedures 
2. The relationship of mental age to learning 
3. The relationship of musical aptitude to learning 
4. The relationship of private music instruction 
to learning 
5. The relationship of sex differences to learning. 
In January, 1962, tests were administered to 361 children 
in 14 fifth grades. The groups were equated on the basis of 
chronological age, mental age and musical aptitude. In the 
process of equating the experimental group was reduced from 
155 to 121, and the control group from 206 to 118 cases. 
Prior to equating, both groups were given the Music Inven-
tory Test. 
In June, 1962, the Music Inventory Test was again ad-
ministered as a post-achievement measure. 
The experimental data were then separated into quarters 
on the basis of mental age, musical aptitude-rhythm, and 
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musical aptitude-melody, and into three groups on the basis 
of months of private music instruction to determine the 
amount of gain on the Music Inventory Test in relation to 
these factors. 
The experimental population was also divided by sex to 
determine any gain on the inventory test in relation to this 
factor. 
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From the tests data were obtained in the following areas: 
1. Chronological Age 
2. Mental Age 
3. Musical Aptitude-Rhythm 
4. Musical Aptitude-Melody 
5. Learning the Fundamentals of Music Theory-Music 
Inventory Test 
The data were analyzed to answer the following questions: 
1. Was the material effective in teaching fundamentals 
of music theory? 
2. Did musical aptitude affect the efficiency of the 
material? 
3. Did private lessons affect the amount of material 
learned? 
4. At which level of intelligence was the material 
most effective? 
5. Was there any level of intelligence which was unable 
to use the material satisfactorily? 
6. Was the material more effective for boys or girls? 
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1. Comparison of Means in Initial Testing 
Table 2. A Comparison of Mean Chronological Ages for Experi-
mental and Control Groups--January, 1962 
Group No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R • 
E 121 128.50 4.92 • 45 
.14 .73 .19 
c 118 128.36 6.02 .57 
The mean chronological age for the experimental group is 
128.50 compared to 128.36 for the control group. The differ-
ence between means is .14 which yields a critical ratio of 
.19 which is not statistically significant. 
Table 3. A Comparison of Mean Mental Ages for Experimental 
and Control Groups--January, 1962 
Group No. Mean S.D. S.B.M. 
E 121 149.4 16.87 
c 118 149.27 15.54 
1.54 
1.07 
Diff. S.B.Diff. C.R. 
.13 1.87 .07 
The mean mental age for the experimental group is 149.4 
compared to 149.27 for the control group. The difference be-
tween means is .13 which yields a critical ratio of .07 which 
is not statistically significant. 
65 
Table 4. A Comparison of Mean Scores on Musical Aptitude-
Rhythm, for Experimental and Control Groups--
January, 1962 
Group No. Mean 
E 
c 
121 55.96 
118 55.36 
S.D. S.E.M. 
30.14 
29.85 
2.75 
2.76 
Diff. C.R. 
.60 3.90 .15 
The difference between the mean scores in musical apti-
tude-rhythm, is .60 which yields a critical ratio of .15. 
This is not statistically significant. 
Table 5. A Comparison of Mean Scores on Musical Aptitude-
Melody, for Experimental and Control Groups--
January, 1962 
Group No. Mean 
E 
c 
121 69.99 
118 69.40 
S.D. S.E.M. 
23.44 
17.63 
2.14 
1.63 
Diff. S.E.Diff. C.R. 
.59 2.69 .22 
The difference between mean scores in musical aptitude-
melody, is .59 which yields a critical ratio of .22. This is 
not statistically significant. 
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The data presented in Tables 2 through 5 verify the 
hypothesis that the control and experimental groups are 
approximate! y equal on the basis of the variables of chrono-
logical age, mental age, musical aptitude-rhythm, and musical 
aptitude-melody. 
As the result of analysis of the preceding data, the 
groups are assumed to be equal and any difference found at 
the close of the experiment may be attributed in part to the 
experimental factor. It is necessary, therefore, to determine 
a level at which a difference may be considered significant. 
y 
Mills has stated: 
"If a given difference between hypothetical and 
observed values would occur as a result of chance 
one time out of one hundred, or less frequently, we 
may say that the difference is significant. This 
means that the results are not consistent with the 
hypothesis we have set up. If the discrepancy be-
tween theory and observation might occur more fre-
quently than one time out of one hundred solely be-
cause of the play of chance we may say the difference 
is not clearly significant. The results are not in-
consistent with the hypothesis. The value of T (the 
difference between the hypothetical value and the ob-
served mean, in units of the standard error of the 
mean) corresponding to a probability of 1/100 is 2.576. 
One hundredth part of the area under a normal curve 
lies at a distance from the mean, on the axis, of 
2.576 standard deviations or more. Accordingly, tests 
of significance may be applied with direct reference 
toT, interpreted as a normal deviate (i.e., as a de-
viation from the mean of a normal distribution ex-
pressed in units of standard deviation). A value of 
T of 2.576 or more indicates a significant difference, 
while a value of less than 2.576 indicates that the 
results are not inconsistent with the hypothesis in 
question." 
!/Frederick C. Mills, Statistical Methods (Revised), Henry 
Holt and Company, New York, 1938, p. 471. 
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On the basis of the preceding information any difference 
between the means of the control and experimental groups with 
a critical ratio of 2.576 or better will be interpreted as 
statistically significant. 
2. Comparison of Means in Initial Music 
Inventory Test Scores 
Table 6. A Comparison of Mean Scores on Music Inventory Test 
for Experimental and Control Groups--January, 1962 
Group No. Mean 
E 
c 
121 42.09 
118 60.92 
S.D. S.E.M. 
22.2 2.03 
21.49 1.99 
Diff. C.R. 
18.83 2.84 6.63 
The difference between mean scores for the music inventory 
test is 18.83. This yields a critical ratio of 6.63 which is 
statistically significant in favor of the control group. 
Analysis of the data in Table 6 indicates the statis-
tically significant superiority of the control group over the 
experimental group in knowledge of fundamentals of music theory 
at the beginning of the study. 
Any schools operating under a curriculum which included 
the same fundamentals of music theory contained in the material 
prepared for this study, started such training in either grade 
three or four. It was determined, therefore, to compare 
with a school system well known for its sequential training 
in these skills and experiment to see wne~her the material 
prepared for this study could in any way approximate the 
learning acquired by the children in the control group. 
68 
It could then be assumed that any gains and comparative 
gains made by the experimental group would be due in part to 
the experimental factors of materials and process. 
In the light of this evidence it seemed advisable to 
compute the amount of growth for both experimental and control 
groups from January to June, to show whether differences be-
tween mean gains on the music inventory tests were significant 
as well as differences in final scores. 
3. Data Pertaining to Final Test Scores 
Table 7. A Comparison of Mean Scores on Music Inventory Test 
for Experimental and Control Groups--June, 1962 
Group No. Mean 
B 
c 
121 65.60 
118 59.44 
S.D. S.B.M. 
22.96 
21.65 
2.10 
2.0 
Diff. S.B.Diff. C.R. 
6.16 2.89 2.13 
The difference between mean scores for the music inven-
tory test is 6.16. This yields a critical ratio of 2.13 
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which is not statistically significant at the one per cent 
level, though it is at the five per cent level. The differ-
ence at this period of testing is in favor of the experimental 
group. 
Table 8. A Comparison of Mean Scores on Music Inventory Tests 
for Experimental Group--January-June, 1962 
Group No. Mean 
Jan. E 121 42.09 
June E 121 65.60 
S.D. S.E.M. 
22.2 2.03 
22.96 2.10 
Diff. S.E.Diff. C.R. 
23.51 2.92 8.05 
Analysis of the difference in mean scores for the experi-
mental group shows a gain of 23.51 on the music inventory 
test. The critical ratio is 8.05 which indicates significant 
gain for the experimental group from January to June. 
Table 9. A Comparison of Mean Scores on Music Inventory Tests 
for Control Group--January-June, 1962 
Group No. Mean 
Jan. C 118 60.92 
June C 118 59.44 
S.D. S.E.M. 
21.49 
21.65 
1.99 
2.0 
Diff. C.R. 
1.48 2.82 .52 
Analysis of the difference in mean scores for the control 
group shows a loss of 1.48 on the music inventory test. The 
critical ratio is .52 which is not statistically significant. 
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Table 10. A Comparison of Mean Gains on Music Inventory Tests 
for Control and Experimental Groups--January-June, 
1962 
Group 
E 
C (Loss) 
Gain 
23.51 
1.48 
S.E.Diff. 
2.92 
2.82 
Diff. S.E.Gain C.R. 
24.99 4.06 6.16 
Note in the above table that the experimental group 
gained 23.51 while the control group lost 1.48. Therefore the 
loss of the control group was added to the gain of the experi-
mental group making a difference of 24.99 and yielding a 
critical ratio of 6.16 which is statistically significant in 
favor of the experimental group. 
The experimental data were separated by sex and analyzed 
to determine whether there was any significant difference be-
tween boys and girls in terms of achievement on music inven-
tory tests. 
4. Data Pertaining to Sex Differences 
Table 11. A Comparison of Mean Mental Ages--Male and Female 
--Experimental Group--January, 1962 
Group No. Mean S.D. S.E.M. Diff. S.E•Diff. C.R. 
Male 62 150.5 17.99 2.30 
.55 3.07 .18 
Female 59 149.95 15.52 2.04 
The difference in mean mental ages between the male and 
female groups is .55. This yields a critical ratio of .18 
which is not statistically significant. 
Table 12. A Comparison of Mean Scores for Music Inventory 
Test--Male and Female--Experimental Group--Janu-
ary, 1962 
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Group No. Mean S.D. S.E.M. Diff. C.R. 
Male 62 
Female 59 
39.94 
45.54 
20.84 
21.06 
2.66 
2.77 
5.61 3.84 1.46 
Analysis of the mean scores for the music inventory test 
in January shows a difference of 5.61 between the male and 
female groups. This yields a critical ratio of 1.46 which is 
not statistically significant but is in favor of the female 
group. 
Table 13. A Comparison of Mean Scores for Music Inventory 
Test--Male and Female--Experimental Group--June, 
1962 
Group No. 
Male 62 
Female 59 
Mean 
63.24 
68.42 
S.D. S.B.M. 
22.90 
22.72 
2.93 
2.98 
Diff. S.E.Diff. C.R. 
5.18 4.18 1.24 
Analysis of the mean scores for the music inventory test 
in June shows a difference of 5.18 between male and female 
groups. This yields a critical ratio of 1.24 which is not 
statistically significant but is in favor of the female group. 
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Table 14. A Comparison of Mean Scores for Music Inventory 
Tests--Male--Experimental Group--January-June, 1962 
Group No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Jan. Male 
June Male 
62 
62 
39.94 20.84 
63.24 22.90 
2.66 
2.93 
23.30 3.96 5.88 
Analysis of the difference in mean scores for the male 
group shows a gain of 23.30 on the music inventory test. The 
critical ratio is 5.88 which indicates significant gain for 
the male group from January to June. 
Table 15. A Comparison of Mean Scores for Music Inventory 
Tests--Female--Experimental Group--January-June, 
1962 
Group No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Jan. Female 59 
June Female 59 
45.54 21.06 
68.42 22.72 
2.77 
2.98 
22.88 4.07 5.62 
Analysis of the difference in mean scores for the female 
group shows a gain of 22.88 on the music inventory test. The 
critical ratio is 5.62 which indicates significant gain for 
the female group from January to June. 
Table 16. A Comparison of Mean Gains in Music Inven-
tory Scores--Male and Female--Experimental 
Group--January-June, 1962 
Group Gain 
Male 23.31 
Female 22.88 
S.E.Diff. 
3.96 
4.07 
Diff. S.E. C.R. 
.43 5.68 .08 
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The difference in gain between the male and female groups 
is .43. This yields a critical ratio of .08 which is not 
statistically significant. 
It was decided to analyze the experimental data more ex-
plicitly to determine the effects of men ta.l age on achieve-
ment in the music inventory tests. Therefore, the experi-
mental data were quartered on the basis of mental age and the 
quarters were studied in the light of initial and final music 
inventory scores. 
The following information is pertinent to the interpreta-
tion of the data: 
1. First Quarter refers to that proportion of the ex-
perimental group which scored hignest on the test 
of mental ability. 
2. Second Quarter refers to that proportion of the 
experimental group which scored next to the high-
est in terms of initial scores in mental age. 
3. Third Quarter refers to that proportion of the 
experimental group which scored just above the 
lowest in terms of initial scores for mental age. 
4. Fourth Quarter refers to that proportion of the 
experimental group which scored lowest in mental 
age. 
5. Data Pertinent to Achievement in Relation 
to Mental Age 
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Tables 17 through 22 show the differences between quar-
ters before the use of the experimental material. 
Table 17. A Comparison of Mean Scores on Music Inventory Test 
between First and Second Quarters (Mental Age)--
January, 1962 
Quarter No. 
First 
Second 
33 
29 
Mean 
49.51 
39.55 
S.D. S.E.M. Diff. S.E.Diff. 
20.58 
18.61 
3.64 
3.51 
9.96 5.05 
c.R. 
1.97 
The difference between mean scores for the first and 
second quarters is 9.96. The critical ratio is 1.97 which is 
not statistically significant at the one per cent level, but 
is in favor of the first quarter. 
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Table 18. A Comparison of Mean Scores on Music Inventory Test 
between First and Third Quarters (Mental Age)--
January, 1962 
Quarter No. 
First 33 
Third 32 
Mean S.D. 
49.51 20.58 
46.76 25.06 
S.E.M. Diff. S.E.Diff. 
3.64 
4.5 
2.75 5.78 
C.R. 
.48 
The difference between mean scores for the first and 
third quarters is 2.75. The critical ratio is .48 which is 
not statistically significant. 
Table 19. A Comparison of Mean Scores on Music Inventory Test 
between First and Fourth Quarters (Mental Age)--
January, 1962 
Quarter No. Mean S.D. S.E. M. Diff. S.E. C.R. Diff. 
First 
Fourth 
33 
27 
49.51 20.58 
26.52 11.37 
3.64 
2.23 
22.99 4.27 5.38 
The difference between mean scores for the first and 
fourth quarters is 22.99. The critical ratio is 5.38 which is 
statistically significant in favor of the first quarter of the 
experimental group. 
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Table 20. A Comparison of Mean Scores on Music Inventory Test 
between Second and Third Quarters (Mental Age)--
January, 1962 
Quarter No. 
Second 
Third 
29 
32 
Mean S.D. 
39.55 18.61 
46.76 25.06 
3.51 
4.5 
Diff. 
7.21 
S.E. C.R. Diff. 
5.71 1.26 
The difference between mean scores for the second and 
third quarters is 7.21. The critical ratio is 1.26 which is 
not statistically significant. 
Table 21. A Comparison of Mean Scores on Music Inventory Test 
between Second and Fourth Quarters (Mental Age)--
January, 1962 
Quarter No. 
Second 
Fourth 
29 
27 
Mean S.D. 
39.55 18.62 
26.52 11.37 
3.51 
2.23 
Diff. S.E.Diff. C.R. 
13.03 4.16 3.13 
The difference between mean scores for the second and 
fourth quarters is 13.03. The critical ratio is 3.13 which is 
statistically significant in favor of the second quarter of the 
experimental group. 
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Table 22. A Comparison of Mean Scores on Music Inventory Test 
between Third and Fourth Quarters (Mental Age)--
January, 1962 
Quarter No. 
Third 
Fourth 
32 
27 
Mean S.D. 
46.76 25.06 
26.52 11.37 
4.5 
2.23 
Diff. S.E.Diff. C.R. 
20.24 5.02 4.03 
The difference between mean scores for the third and 
fourth quarters is 20.24. The critical ratio is 4.03 which is 
statistically significant in favor of the third quarter of the 
experimental group. 
Tables 23 through 28 show the differences between quarters 
at the end of the study. 
Table 23. A Comparison of Mean Scores on Music Inventory Test 
between First and Second Quarters (Mental Age)--
June, 1962 
Quarter No. 
First 
Second 
33 
29 
Mean S.D. 
81.03 20.30 
65.07 15.52 
3.59 
2.93 
Diff. S.E.Diff. C.R. 
15.96 4.63 3.45 
The difference between mean scores for the first and 
second quarters is 15.96. The critical ratio is 3.45 which is 
statistically significant in favor of the first quarter of the 
experimental group. 
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Table 24. A Comparison of Mean Scores on Music Inventory Test 
between First and Third Quarters (Mental Age)--
June, 1962 
Quarter No. 
First 
Third 
33 
32 
Mean S.D. 
81.03 20.30 
69.06 22.63 
S.E.M. 
3.59 
4.06 
Diff. 
11.97 
S.E,Diff. C.R. 
5.42 2.21 
The difference between mean scores for the first and third 
quarters is 11.97. The critical ratio is 2.21 which is not 
statistically significant at the one per cent level, but does 
favor the first quarter of the experimental group. 
Table 25. A Comparison of Mean Scores on Music Inventory Test 
between First and Fourth Quarters (Mental Age)--
June, 1962 
Quarter No. Mean S.D. s.E. M. Diff. S.E.Diff. C.R. 
First 
Fourth 
33 
27 
81.03 20.30 
44.67 13.37 
3.59 
2.62 
36.36 4.44 8.81 
The difference between mean scores for the first and 
fourth quarters is 36.36. The critical ratio is 8.81 which is 
statistically significant in favor of the first quarter of the 
experimental group. 
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Table 26. A Comparison of Mean Scores on Music Inventory Test 
between Second and Third Quarters (Mental Age)--
June, 1962 
Quarter No. 
Second 29 
Third 32 
Mean S.D. 
65.07 15.52 
69.06 22.63 
Diff. S.E.Diff. C.R. 
2.93 
3.99 5.01 .80 
4.06 
The difference between mean scores for the second and 
third quarters is 3.99. The critical ratio is .80 which is 
not statistically significant. 
Table 27. A Comparison of Mean Scores on Music Inventory Test 
between Second and Fourth Quarters (Mental Age)--
June, 1962 
Quarter No. 
Second 
Fourth 
29 
27 
Mean S.D. 
65.07 15.52 
44.67 13.37 
2.93 
2.62 
Diff. S.E.Diff. C.R. 
20.40 3.93 5.19 
The difference between mean scores for the second and 
fourth quarters is 20.40. The critical ratio is 5.19 which 
is statistically significant in favor of the second quarter 
of the experimental group. 
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Table 28. A Comparison of Mean Scores on Music Inventory Test 
between Third and Fourth Quarters (Mental Age)--
June, 1962 
Quarter No. 
Third 
Fourth 
32 
27 
Mean S.D. 
69.06 22.63 
44.67 13.37 
4.06 
2.62 
Diff. S.E.Diff. C.R. 
24.39 4.83 5.05 
The difference between mean scores for the third and 
fourth quarters is 24.39. The critica.l ratio is 5.05 which 
is statistically significant in favor of the third quarter 
of the experimental group. 
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Table 29. A Summary Table of Comparisons of Mean Scores on 
Music Inventory Tests between Quarters (Mental Age) 
--June, 1962 
Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
First 33 81.03 20.30 3.59 
15.96 4.63 3.45 
Second 29 65.07 15.52 2.93 
First 33 81.03 20.30 3.59 
11.97 5.42 2.21 
Third 32 69.06 22.63 4.06 
First 33 81.03 20.30 3.59 
36.36 4.44 8.81 
Fourth 27 44.67 13.37 2.62 
Second 29 65.07 15.52 2.93 
3.99 5.01 .80 
Third 32 69.06 22.63 4.06 
Second 29 65.07 15.52 2.93 
20.40 3.93 5.19 
Fourth 27 44.67 13.37 2.62 
Third 32 69.06 22.63 4.06 
24.39 4.83 5.05 
Fourth 27 44.67 13.37 2.62 
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Tables 30 through 33 show the amount of growth for each 
quarter from January to June. 
Table 30. A Comparison of Mean Scores on Music Inventory 
Tests for the First Quarter (Mental Age)--Janu-
ary-June, 1962 
Quarter 
Jan. First 
June First 
No. 
33 
33 
Mean 
49.51 
81.03 
S.D. S.E.M. Diff. S.E.Diff. C.R. 
20.58 3.64 
20.30 3.59 
31.52 5.11 6.14 
Analysis of the difference in mean scores for the first 
quarter (on the basis of mental age) shows a gain of 31.52 on 
the music inventory test. The critical ratio is 6.14 which 
indicates a statistically significant gain from January to 
June. 
Table 31. A Comparison of Mean Scores on Music Inventory 
Tests for the Second Quarter (Mental Age)--Janu-
ary-June, 1962 
Quarter No. 
Jan. Second 29 
June Second 29 
Mean 
39.55 
65.07 
S.D. 
18.61 3.51 
15.52 2.93 
Diff. S.E. "ff C.R. D1 • 
25.52 4.57 5.58 
Analysis of the difference in mean scores for the second 
quarter (on the basis of mental age) shows a gain of 25.52 on 
the music inventory test. The critical ratio is 5.58 which 
indicates a statistically significant gain for the second 
quarter from January to June. 
Table 32. A Comparison of Mean Scores on Music Inventory 
Tests for the Third Quarter (Mental Age)--Janu-
ary-June, 1962 
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Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Jan. Third 
June Third 
32 
32 
46.76 
69.06 
25.06 4.5 
22.63 4.06 
22.30 6.06 3.68 
Analysis of the difference in mean scores for the third 
quarter (on the basis of mental age) shows a gain of 22.30 
on the music inventory test. The critical ratio is 3.68 which 
indicates a statistically significant gain for the third 
quarter from January to June. 
Table 33. A Comparison of Mean Scores on Music Inventory 
Tests for the Fourth Quarter (Mental Age)--Janu-
ary-June, 1962 
Quarter No. 
Jan. Fourth 27 
June Fourth 27 
Mean 
26.52 
44.67 
S.D. S.E. M. 
11.37 2.23 
13.37 2.62 
Diff. S.E. "ff C.R. Dl. • 
18.15 3.47 5.22 
Analysis of the difference in mean scores for the fourth 
quarter (on the basis of mental age) shows a gain of 18.15 on 
the music inventory test. The critical ratio is 5.22 which 
indicates a statistically significant gain for the group from 
January to June. 
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Table 34. A Comparison of Mean Gains between Quarters (Mental 
Age)--Experimental Group--on the Music Inventory 
Tests--January-June, 1962 
Quarter No. Gain S.E.Diff. Diff. S.E.G . c.R. a1n 
First 33 31.52 5.11 
6.0 6.86 .88 
Second 29 25.52 4.57 
First 33 31.52 5.11 
9.22 7.93 1.16 
Third 32 22.30 6.06 
First 33 31.52 5.11 
13.37 6.19 2.16 
Fourth 27 18.15 3.47 
Second 29 25.52 4.57 
3.22 7.59 .42 
Third 32 22.30 6.06 
Second 29 25.52 4.57 
7.37 5.74 1.28 
Fourth 27 18.15 3.47 
Third 32 22.30 6.06 
4.15 6.98 .60 
Fourth 27 18.15 3.47 
Analysis of the preceding table showing mean gains between 
those of the experimental group quartered on the basis of mental 
age reveals no statistically significant critical ratio between 
any two quarters compared. 
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For further analysis, the experimental data were quar-
tered on the basis of scores in musical aptitude-rhythm, and 
the quarters were studied in relation to initial and final 
music inventory test scores. 
The following information is pertinent to the inter-
pretation of the data: 
1. First Quarter refers to that proportion of the 
experimental group which scored highest on the 
test of musical aptitude-rhythm. 
2. Second Quarter refers to that proportion of the 
experimental group which scored next to the high-
est in terms of initial scores for musical apti-
tude-rhythm. 
3. Third Quarter refers to that proportion of the 
experimental group which scored just above the 
lowest in terms of initial scores for musical 
aptitude-rhythm. 
4. Fourth Quarter refers to that proportion of the 
experimental group which scored lowest in musical 
aptitude-rhythm. 
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6. Data Pertinent to Achievement in Relation to 
Musical Aptitude-Rhythm 
Tables 35 through 40 show differences between quarters 
before the use of the experimental material. 
Table 35. A Comparison of Mean Scores on Music Inventory 
Test between First and Second Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
Quarter No. Mean S.D. S.E.M. 
First 
Second 
28 
31 
45.5 21.15 
43.48 22.37 
4.07 
4.08 
Diff. C.R. 
2.02 5.76 .35 
The difference between mean scores for the first and 
second quarters is 2.02. The critical ratio is .35 which is 
not statistically significant. 
Table 36. A Comparison of Mean Scores on Music Inventory 
Test between First and Third Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. 
First 28 45.5 21.15 
5.83 5.79 
Third 30 39.67 22.23 4.12 
C.R. 
1.01 
The difference in mean scores between the first and third 
quarters is 5.83. The critical ratio is 1.01 which is not 
statistically significant. 
Table 37, A Comparison of Mean Scores on Music Inventory 
Test between First and Fourth Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
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Quarter No, Mean S.D. S,B,M. Diff. S,E. C.R, Diff. 
First 28 45,5 21.15 4,07 
5,49 5,70 .93 
Fourth 32 40,01 22,29 4,0 
The difference in mean scores between the first and 
fourth quarters is 5,49, The critical ratio is ,93 which is 
not statistically significant, 
Table 38. A Comparison of Mean Scores on Music Inventory 
Test between Second and Third Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
Quarter No, 
Second 
Third 
31 
30 
Mean S.D. 
43.48 22.37 
39,67 22,23 
S.B. Diff. M. 
4.08 
4.12 
3,81 
S,E, 
Diff. C.R. 
5.80 .66 
The difference in mean scores between the second and 
third quarters is 3,81. The critical ratio is .66 which is 
not statistically significant. 
Table 39. A Comparison of Mean Scores on Music Inventory 
Test between Second and Fourth Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
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Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Second 
Fourth 
31 
32 
43.48 22.37 
40.01 22.29 
4.08 
4.0 
3.47 5.72 
The difference in mean scores between the second and 
.61 
fourth quarters is 3.47. The critical ratio is .61 which is 
not statistically significant. 
Table 40. A Comparison of Mean Scores on Music Inventory 
Test between Third and Fourth Quarters (Musical 
Aptitude-Rhythm)--January, 1962 
Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Third 
Fourth 
30 
32 
39.67 22.23 
40.01 22.29 
4.12 
4.0 
.34 5.75 
The difference in mean scores between the third and 
.06 
fourth quarters is .34. The critical ratio is .06 which is 
not statistically significant. 
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Tables 41 through 46 show the differences between quar-
ters at the end of the study. 
Table 41. A Comparison of Mean Scores on Music Inventory 
Test between First and Second Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No. Mean S.D. S.B.M. Diff. S.B.Diff. C.R. 
First 
Second 
28 
31 
67.82 
68.32 
20.46 
2S.8 
3.94 
.so 6.90 
4.7 
The difference in mean scores between the first and 
.07 
second quarters is .so. The critical ratio is .07 which is 
not statistically significant. 
Table 42. A Comparison of Mean Scores on Music Inventory 
Test between First and Third Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No. 
First 
Third 
28 
30 
Mean 
67.82 
64.0 
S.D. 
20.46 
19.39 
S.B.M. Diff. S.E. Diff. 
3.94 
3.82 S.34 
3.60 
C.R. 
.72 
The difference in mean scores between the first and third 
quarters is 3.82. The critical ratio is .72 which is not sta-
tistically significant. 
Table 43. A Comparison of Mean Scores on Music Inventory 
Test between First and Fourth Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
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Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
First 
Fourth 
28 
32 
67.82 
63.0 
20.46 
24.62 
3.94 
4.42 
4.82 5.92 
The difference in mean scores between the first and 
.81 
fourth quarters is 4,82. The critical ratio is .81 which is 
not statistically significant. 
Table 44. A Comparison of Mean Scores on Music Inventory 
Test between Second and Third Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No. Mean S,D. S.E.M, Diff. S.E.Diff. c.R. 
Second 
Third 
31 
30 
68.32 
64.0 
25.8 
19.39 
4.7 
3.60 
4.32 6. 71 
The difference in mean scores between the second and 
.64 
third quarters is 4.32. The critical ratio is .64 which is 
not statistically significant. 
Table 45. A Comparison of Mean Scores on Music Inventory 
Test between Second and Fourth Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No. Mean s.o. S.E.M. Diff. S.£.Diff. C.R. 
Second 31 25.8 4.7 
91 
68.32 
63.0 
5.32 7,19 .74 
Fourth 32 24.62 4.42 
The difference in mean scores between the second and 
fourth quarters is 5,32. The critical ratio is ,74 which 
is not statistically significant. 
Table 46. A Comparison of Mean Scores on Music Inventory 
Test between Third and Fourth Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No, Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Third 
Fourth 
30 
32 
64.0 
63,0 
19.39 
24.62 
3.60 
4.42 
1.0 5.70 
The difference in mean scores between the third and 
.18 
fourth quarters is 1.0. The critical ratio is ,18 which is 
not statistically significant. 
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Table 47. A Summary Table of Comparisons of Mean Scores on 
Music Inventory Tests between Quarters (Musical 
Aptitude-Rhythm)--June, 1962 
Quarter No. Mean S.D. S.B.M. Diff. S.B.Diff. C.R. 
First 28 67.82 20.46 3.94 
.so 6.90 .07 
Second 31 68.32 25.8 4.7 
First 28 67.82 20.46 3.94 
3.82 5.34 .72 
Third 30 64.0 19.39 3.60 
First 28 67.82 20.46 3.94 
4.82 5.92 .81 
Fourth 32 63.0 24.62 4.42 
Second 31 68.32 25.8 4.7 
4.32 6.71 .64 
Third 30 64.0 19.39 3.60 
Second 31 68.32 25.8 4.7 
5.32 7.19 .74 
Fourth 32 63.0 24.62 4.42 
Third 30 64.0 19.39 3.60 
1.0 5.70 .18 
Fourth 32 63.0 24.62 4.42 
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Tables 48 through 51 show the amount of growth for each 
quarter from January to June. 
Table 48. A Comparison of Mean 
Tests--First Quarter 
--January-June, 1962 
Scores on Music Inventory 
(Musical Aptitude-Rhythm) 
Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Jan. First 
June First 
28 
28 
45.5 21.15 
67.82 20.46 
4.07 
3.94 
22.32 5.66 3.94 
Analysis of the difference in mean scores for the first 
quarter (on the basis of musical aptitude-rhythm) shows a 
gain of 22.32 on the music inventory test. The critical ratio 
is 3.94 which indicates a statistically significant gain for 
the group from January to June. 
Table 49. A Comparison of Mean Scores on Music Inventory 
Tests--Second Quarter (Musical Aptitude-Rhythm) 
--January-June, 1962 
Quarter No. 
Jan. Second 31 
June Second 31 
Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
43.48 22.37 
68.32 25.8 
4.08 
4.7 
24.84 6.23 3.99 
Analysis of the difference in mean scores for the second 
quarter (on the basis of musical aptitude-rhythm) shows a 
gain of 24.84 on the music inventory test. The critical ratio 
is 3.99 which indicates a statistically significant gain for 
the group from January to June. 
Table 50. A Comparison of Mean 
Tests--Third Quarter 
--January-June, 1962 
Scores on Music Inventory 
(Musical Aptitude-Rhythm) 
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Quarter No, Mean S.D. S,B,M. Diff. S,B,Diff. C.R. 
Jan, Third 
June Third 
30 
30 
39,67 22.23 
64.0 19.39 
4.12 
3.60 
24.33 3.60 6.76 
Analysis of the difference in mean scores for the third 
quarter (on the basis of musical aptitude-rhythm) shows a 
gain of 24.33 on the music inventory test. The critical ratio 
is 6.76 which indicates a statistically significant gain for 
the group from January to June. 
Table 51. A Comparison of Mean Scores on Music Inventory 
Tests--Fourth Quarter (Musical Aptitude-Rhythm) 
--January-June, 1962 
Quarter No. 
Jan. Fourth 32 
June Fourth 32 
Mean S.D. S.B,M. Diff. S.B.Diff. C,R. 
40.01 22.29 
63.0 24.62 
4,0 
4.42 
22.99 5,09 4.52 
Analysis of the difference in mean scores for the fourth 
quarter (on the basis of musical aptitude-rhythm) shows a 
gain of 22,99 on the music inventory test. The critical ratio 
is 4.52 which indicates a statistically significant gain for 
the group from January to June. 
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Table 52. A Comparison of Mean Gains between Quarters (Musi-
cal Aptitude-Rhythm)--Experimental Group--on Music 
Inventory Tests--January-June, 1962 
Quarter No. Gain S.E.Diff. Diff. s.E. Gain c.R. 
First 28 22.32 5.66 
2.52 8.41 .30 
Second 31 24.84 6.23 
First 28 22.32 5.66 
2.01 6.71 .30 
Third 30 24.33 3.6 
First 28 22.32 5.66 
.67 7.61 .09 
Fourth 32 22.99 5.09 
Second 31 24.84 6.23 
.51 7.19 .07 
Third 30 24.33 3.6 
Second 31 24.84 6.23 
1.85 8.81 .21 
Fourth 32 22.99 5.09 
Third 30 24.33 3.06 
1.34 6.23 .21 
Fourth 32 22.99 5.09 
Analysis of the preceding table showing mean gains between 
those of the experimental group quartered on the basis of musi-
cal aptitude-rhythm, reveals no statistically significant 
critical ratio between any two quarters compared. 
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For further analysis the experimental data were quar-
tered on the basis of scores in musical aptitude-melody, and 
the quarters were studied in relation to initial and final 
music inventory test scores. 
The following information is pertinent to the inter-
pretation of the data: 
1. First Quarter refers to that proportion of the 
experimental group which scored highest on the 
test of musical aptitude-melody. 
2. Second Quarter refers to that proportion of the 
experimental group which scored next to the high-
est in terms of initial scores for musical apti-
tude-melody. 
3. Third Quarter refers to that proportion of the 
experimental group which scored just above the 
lowest in terms of initial scores for musical 
aptitude-melody. 
4. Fourth Quarter refers to that proportion of the 
experimental group which scored lowest in musi-
cal aptitude-melody. 
7, Data Pertinent to Achievement in Relation to 
Musical Aptitude-Melody 
Tables 53 through 58 show differences between quarters 
before the use of the experimental material. 
Table 53, A Comparison of Mean Scores on Music Inventory 
Test between First and Second Quarters (Musi-
cal Aptitude-Melody)--January, 1962 
Quarter No. 
First 
Second 
32 
32 
Mean S.D. 
59.72 18.70 
41.50 22,81 
S,E,M. Diff, S.E.Diff. 
3,36 
18.22 5.29 
4.10 
C.R. 
3.44 
The difference between mean scores for the first and 
second quarters is 18.22, The critical ratio is 3,44 which 
is statistically significant in favor of the first quarter 
of the experimental group, 
Table 54, A Comparison of Mean Scores on Music Inventory 
Test between First and Third Quarters (Musical 
Aptitude-Melody)--January, 1962 
Quarter No. Mean S,D, S.E.M. Diff. S,E.Diff. C.R. 
First 
Third 
32 
28 
59,72 18.70 
39,25 20.08 
3,36 
20.47 5.12 4,0 
3,86 
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The difference between mean scores for the first and third 
quarters is 20,47. The critical ratio is 4.0 which is statis-
tically significant in favor of the first quarter of the ex-
perimental group. 
Table 55, A Comparison of Mean Scores on Music Inventory 
Test between First and Fourth Quarters (Musical 
Aptitude-Melody)--January, 1962 
Quarter No, Mean S,D, S,E,M. Diff, S,.E,Diff, C.R. 
First 32 59,72 18,70 3,36 
32,58 3.87 8.41 
Fourth 29 27.14 10.26 1.94 
The difference between mean scores for the first and 
fourth quarters is 32.58, The critical ratio is 8.41 which 
is statistically significant in favor of the first quarter 
of the experimental group. 
Table 56. A Comparison of Mean Scores on Music Inventory 
Test between Second and Third Quarters (Musical 
Aptitude-Melody)--January, 1962 
Quarter No, Mean S,D, S,E,M, Diff, S,E'Diff, C.R. 
Second 
Third 
32 
28 
41.5 22.81 
39,25 20,08 
4,10 
3,86 
2,25 5.63 .40 
The difference between mean scores for the second and 
third quarters is 2.25. The critical ratio is .40 which is 
not statistically significant. 
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Table 57, A Comparison of Mean Scores on Music Inventory 
Test between Second and Fourth Quarters (Musical 
Aptitude-Melody)--January, 1962 
Quarter No. Mean S.D. 
Second 32 41,5 22.81 
Fourth 29 27.14 10.26 
S,E,M. Diff, S.E.Diff, 
4.10 
1.94 
14.36 4,53 
C.R. 
3.17 
The difference between mean scores for the second and 
fourth quarters is 14,36, The critical ratio is 3.17 which 
is statistically significant in favor of the second quarter 
of the experimental group. 
Table 58. A Comparison of Mean Scores on Music Inventory 
Test between Third and Fourth Quarters (Musical 
Aptitude-Melody)--January, 1962 
Quarter No. 
Third 
Fourth 
28 
29 
Mean S.D. 
39.25 20,08 
27.14 10,26 
S,E,M, Diff. S,E,Diff. 
3,86 
1.94 
12,11 4.32 
C.R. 
2.81 
The difference between mean scores for the third and 
fourth quarters is 12.11. The critical ratio is 2.81 which 
is statistically significant in favor of the third quarter 
of the experimental group. 
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Tables 59 through 64 show the differences between quarters 
at the end of the study. 
Table 59. A Comparison of Mean Scores on Music Inventory 
Test between First and Second Quarters (Musical 
Aptitude-Melody)--June, 1962 
Quarter No. 
First 
Second 
32 
32 
Mean S.D. 
86.13 17.9 
66.13 24.86 
S.E.M. Diff. S.E.Diff. C.R. 
3.21 
20.0 5.5 3.64 
4.46 
The difference between mean scores for the first and 
second quarters is 20.0. The critical ratio is 3.64 which 
is statistically significant in favor of the first quarter 
of the experimental group. 
Table 60. A Comparison of Mean Scores on Music Inventory 
Test between First and Third Quarters (Musical 
Aptitude-Melody)--June, 1962 
Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
First 32 86.13 17.9 3.21 
26.16 4.65 5.62 
Third 28 59.96 17.5 3.37 
The difference between mean scores for the first and 
third quarters is 26.16. The critical ratio is 5.62 which 
is statistically significant in favor of the first quarter 
of the experimental group. 
Table 61, A Comparison of Mean Scores on Music Inventory 
Test between First and Fourth Quarters (Musical 
Aptitude-Melody)--June, 1962 
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Quarter No. Mean S.D. S,E.M. Diff. S.E.Diff, c.R. 
First 
Fourth 
32 
29 
86.13 17,9 
48.69 14,19 
3.21 
37,44 4,18 8,95 
2,68 
The difference between mean scores for the first and 
fourth quarters is 37,44. The critical ratio is 8.95 which 
is statistically significant in favor of the first quarter 
of the experimental group. 
Table 62. A Comparison of Mean Scores on Music Inventory 
Test between Second and Third Quarters (Musical 
Aptitude-Melody)--June, 1962 
Quarter No, 
Second 32 
Third 28 
Mean S.D. 
66.13 24.86 
59,96 17.5 
S,E,M. Diff. S,E'Diff. C,R. 
4.46 
6.16 5,59 1.10 
3.37 
The difference between mean scores for the second and 
third quarters is 6,16. The critical ratio is 1,10 which 
is not statistically significant. 
Table 63. A Comparison of Mean Scores on Music Inventory 
Test between Second and Fourth Quarters (Musical 
Aptitude-Melody)--June, 1962 
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Quarter No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Second 
Fourth 
32 
29 
66.13 24.86 
48.69 14.19 
4.46 
2.68 
17.44 5.20 3.35 
The difference between mean scores for the second and 
fourth quarters is 17.44. The critical ratio is 3.35 which 
is statistically significant in favor of the second quarter 
of the experimental group. 
Table 64. A Comparison of Mean Scores on Music Inventory 
Test between Third and Fourth Quarters (Musical 
Aptitude-Melody)--June, 1962 
Quarter No. 
Third 
Fourth 
28 
29 
Mean S.D. 
59.96 17.5 
48.69 14.19 
S.E.M. Diff. S.E.Diff. 
3.37 
2.68 
11.28 4.18 2.70 
The difference between mean scores for the third and 
fourth quarters is 11.28. The critical ratio is 2.70 which 
is statistically significant in favor of the third quarter 
of the experimental group. 
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Table 65. A Summary Table of Comparisons of Mean Scores on 
Music Inventory Tests between Quarters (Musical 
Aptitude-Melody)--June, 1962 
Quarter No. Mean S.D. S .:E.M • Diff. S.:E.Diff. C.R. 
First 32 86.13 17.9 3.21 
20.0 5.5 3,64 
Second 32 66.13 24.86 4,46 
First 32 86.13 17.9 3,21 
26.16 4.65 5.62 
Third 28 59.96 17.5 3.37 
First 32 86.13 17.9 3.21 
37.44 4.18 8,95 
Fourth 29 48,69 14.19 2.68 
Second 32 66.13 24.86 4,46 
6,16 5.59 1.10 
Third 28 59.96 17.5 3.37 
Second 32 66.13 24.86 4.46 
17.44 5.20 3.35 
Fourth 29 48.69 14.19 2.68 
Third 28 59.96 17.5 3,37 
11.28 4.18 2.70 
Fourth 29 48.69 14.19 2.68 
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Tables 66 through 69 show the amount of growth for each 
quarter from January to June. 
Table 66. A Comparison of Mean Scores on Music Inventory 
Tests--First Quarter (Musical Aptitude-Melody) 
--January-June, 1962 
Quarter No. Mean S.D. S.B.M. Diff. S.B.Diff. C.R. 
Jan. First 
June First 
32 
32 
59.72 18.70 
86.13 17.9 
3.36 
3.21 
26.41 4.65 5.68 
Analysis of the difference in mean scores for the first 
quarter (on the basis of musical aptitude-melody) shows a 
gain of 26.41 on the music inventory test. The critical ratio 
is 5.68 which indicates a statistically significant gain for 
the group from January to June. 
Table 67. A Comparison of Mean Scores on Music Inventory 
Tests--Second Quarter (Musical Aptitude-Melody) 
--January-June, 1962 
Quarter No. Mean S.D. S.B. M. Diff. S.B.Diff. c.R. 
Jan. Second 32 41.5 22.81 4.10 
24.63 6.06 4.07 
June Second 32 66.13 24.86 4.46 
Analysis of the difference in mean scores for the second 
quarter (on the basis of musical aptitude-melody) shows a gain 
of 24.63 on the music inventory tests. The critical ratio is 
4.07 which indicates a statistically significant gain for the 
group from January to June. 
Table 68. 
Quarter 
Jan. Third 
June Third 
A Comparison of Mean 
Tests--Third Quarter 
--January-June, 1962 
Scores on Music Inventory 
(Musical Aptitude-Melody) 
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No. Mean S.D. S.B.M. Diff. S.B.Diff. C.R. 
28 
28 
39.25 20.08 
59.96 17.5 
3.86 
3.37 
20.71 5.12 4.05 
Analysis of the difference in mean scores for the third 
quarter (on the basis of musical aptitude-melody) shows a gain 
of 20.71 on the music inventory test. The critical ratio is 
4.05 which indicates a statistically significant gain for the 
group from January to June. 
Table 69. A Comparison of Mean Scores on Music Inventory 
Tests--Fourth Quarter (Musical Aptitude-Melody) 
--January-June, 1962 
Quarter No. Mean S.D. S.E.M. Diff. S.B.Diff. C.R. 
Jan. Fourth 29 27.14 10.26 1.94 
21.55 3.9 5.53 
June Fourth 29 48.69 14.19 2.68 
Analysis of the difference in mean scores for the fourth 
quarter (on the basis of musical aptitude-melody) shows a gain 
of 21.55 on the music inventory test. The critical ratio is 
5.53 which indicates a statistically significant gain for the 
group from January to June. 
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Table 70. A Comparison of Mean Gains between Quarters (Musi-
cal Aptitude-Melody)--Experimental Group--on Music 
Inventory Tests--January-June, 1962 
Quarter No. Gain S.E.Diff. Diff. S.E.G . a1n C.R. 
First 32 26.41 4.65 
1.78 7.63 .23 
Second 32 24.63 6.06 
First 32 26.41 4.65 
5.70 6.91 .82 
Third 28 20.71 5.12 
First 32 26.41 4.65 
4.86 6.07 .80 
Fourth 29 21.55 3.9 
Second 32 24.63 6.06 
3.92 7.93 .49 
Third 28 20.71 5.12 
Second 32 24.63 6.06 
3.08 7.20 .43 
Fourth 29 21.55 3.9 
Third 28 20.71 5.12 
.84 6.44 .13 
Fourth 29 21.55 3.9 
Analysis of the preceding table showing mean gains between 
those of the experimental group quartered on the basis of musi-
cal aptitude-melody, reveals no statistically significant criti-
cal ratio between any two quarters compared. 
On a preliminary questionnaire administered in January, 
all pupils were requested to list the number of months of 
private music instruction in which each had participated. 
This would include vocal or instrumental lessons, or any 
classes in solfege outside the school music program. 
The experimental and control groups were compared on 
the basis of this factor to determine any differences be-
tween them. 
The experimental population was then divided into 
three groups to determine the effect of private music in-
struction on achievement on the music inventory tests. 
The following information is pertinent to the inter-
pretation of the data: 
1. Top Group refers to that proportion of the ex-
perimental group who had from 23 to 58 months 
of private music instruction as of January, 1962. 
2. Middle Group refers to that proportion of the ex-
perimental group who had from 3 to 18 months of 
private music instruction as of January, 1962. 
3. Low Group refers to those students in the ex-
perimental group who had no private music in-
struction as of January, 1962. 
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8. Data Pertinent to Differences in Mean Months 
of Private Music Instruction 
Table 71. A Comparison of Mean Amount of Months of Private 
Music Instruction for Experimental and Control 
Groups--January, 1962 
Group No. 
E 
c 
121 
118 
Mean 
8.92 
7.01 
S.D. S.E.M. 
16.25 
13.31 
1.48 
1.23 
Diff. C.R. 
1.91 1.93 .99 
The difference between mean amount of months of private 
music instruction for the experimental and control groups is 
1.91. This yields a critical ratio of .99 which is not sta-
tistically significant. 
9. Data Pertinent to Achievement in Relation to 
Private Music Instruction 
Tables 72, 73 and 74 show differences between three 
groups of the population based upon different amounts of 
private music instruction. The following data are based 
on test results obtained before the use of the experimental 
material. 
Table 72. A Comparison of Mean Scores on Music Inventory 
Test between Top and Middle Groups (Private Music 
Instruction)--January, 1962 
Group No, Mean S.D. Diff. S.B.Diff. C.R. 
Top 
Middle 
26 66.27 
22 48.91 
20.24 
18.75 
4,05 
4.09 
17.36 5.75 3.02 
The difference between mean scores for the top and middle 
groups is 17,36. The critical ratio is 3.02 which is statis-
tically significant in favor of the top group of the experi-
mental population. 
Table 73, A Comparison of Mean Scores on Music Inventory 
Test between Top and Low Groups (Private Music 
Instruction)--January, 1962 
Group No. Mean S.D. S.B.M. Diff. S.B.Diff. 
Top 26 66.27 20.24 4.05 34.84 4.42 
Low 73 31.43 15.15 1.78 
The difference between mean scores for the top and 
C.R. 
7.88 
low 
groups is 34.84. The critical ratio is 7,88 which is sta-
tistically significant in favor of the top group of the ex-
perimental population. 
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Table 74. A Comparison of Mean Scores on Music Inventory 
Test between Middle and Low Groups (Private 
Music Instruction)--January, 1962 
Group No. Mean S.D. Diff. S.E.Diff. C.R. 
Middle 
Low 
22 48.91 18.75 
73 31.43 15.15 
4.09 
1.78 
17.48 4.46 3.92 
The difference between mean scores for the middle and 
low groups is 17.48. The critical ratio is 3.92 which is 
statistically significant in favor of the middle group of 
the experimental population. 
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Tables 75, 76 and 77 show the differences between groups 
at the end of the study, 
Table 75. A Comparison of Mean Scores on Music Inventory 
Test between Top and Middle Groups (Private 
Music Instruction)--June, 1962 
Group No, Mean S,D, Di££. S.E. C.R. 
Top 
Middle 
26 85.31 46.17 
22 74.14 18.76 
9.23 
4.09 
11.17 
Diff. 
10.10 1.01 
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The difference between mean scores for the top and middle 
groups is 11.17. The critical ratio is 1.01 which is not sta-
tistically significant. 
Table 76. A Comparison of Mean Scores on Music Inventory 
Test between Top and Low Groups (Private Music 
Instruction)--June, 1962 
Group No. Mean S.D. Diff. S • .E.Diff. C.R. 
Top 
Low 
26 85.31 46.17 
73 50.67 18.93 
9.23 
2.23 
34.64 9.50 3.65 
The difference between mean scores for the top and low 
groups is 34.64. The critical ratio is 3.65 which is statis-
tically significant in favor of the top group of the experi-
mental population. 
Table 77. A Comparison of Mean Scores on Music Inventory 
Test between Middle and Low Groups (Private 
Music Instruction)--June, 1962 
Group No. Mean S.D. Diff. S.E.Diff. C.R. 
Middle 
Low 
22 74.14 18.76 
73 50.67 18.93 
4.09 
2.23 
23.47 4.66 5.04 
The difference between mean scores for the middle and 
low groups is 23.47. The critical ratio is 5.04 which is 
statistically significant in favor of the middle group of the 
experimental population. 
Table 78. A Summary Table of Comparisons of Mean Scores on 
Music Inventory Tests between Groups (Private 
Music Instruction)--June, 1962 
Group No. Mean S.D. S.E.M. Diff. S.E.Diff. C.R. 
Top 26 85.31 46.17 9.23 
11.17 10.10 1.01 
Middle 22 74.14 18.76 4.09 
Top 26 85.31 46.17 9.23 
34.64 9.50 3.65 
Low 73 50.67 18.93 2.23 
Middle 22 74.14 18.76 4.09 
23.47 4.66 5.04 
Low 73 50.67 18.93 2.23 
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Tables 79, 80 and 81 show the amount of growth for each 
group from January to June, 
Table 79. A Comparison of Mean Scores on Music Inventory 
Tests for the Top Group (Private Music Instruc-
tion)--January-June, 1962 
Group No. Mean S,D, Diff, S,E,Diff. C,R. 
Jan, Top 26 66.27 
June Top 26 85.31 
20.24 
46,17 
4,05 
9,23 
19,04 10,08 1.89 
Analysis of the difference in mean scores for the top 
group of the experimental population shows a gain of 19,04 
on the music inventory test, The critical ratio is 1,89 
which does not indicate a statistically significant gain for 
the group from January to June, 
Table 80. A Comparison of Mean Scores on Music Inventory 
Tests for the Middle Group (Private Music Instruc-
tion)--January-June, 1962 
Group No, 
Jan. Middle 22 
June Middle 22 
Mean S.D. S,R.M. Diff. S,E.Diff. C,R, 
48.91 18.75 
74,14 18.76 
4,09 
4.09 
25.23 5. 78 4.37 
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Analysis of the difference in mean scores for the middle 
group of the experimental population shows a gain of 25,23 on 
the music inventory test. The critical ratio is 4.37 which in-
dicates a statistically significant gain for the group from 
January to June, 
Table 81. A Comparison of Mean Scores on Music Inventory 
Tests for the Low Group (Private Music Instruc-
tion)--January-June, 1962 
Group No. Mean S.D. S.B.M, Diff. S,E.Diff • C.R. 
Jan. Low 73 
June Low 73 
31.43 15.15 
50.67 18.93 
1.78 
2.23 
19.25 2,86 6.74 
Analysis of the difference in mean scores for the low 
group of the experimental population shows a gain of 19,25 
on the music inventory test. The critical ratio is 6.74 
which indicates a statistically significant gain for the 
group from January to June. 
114 
Table 82. A Comparison of Mean Gains between Groups (Private 
Music Instruction)--Experimental Population--on 
Music Inventory Tests--January-June, 1962 
Group No. Gain S.E.Diff Diff. S.E.G . c.R. a1n 
Top 26 19.04 10.08 
6.19 11.62 .53 
Middle 22 25.23 5. 78 
Top 26 19.04 10.08 
.21 10.48 .02 
Low 73 19.25 2.86 
Middle 22 25.23 5.78 
5.98 6.44 .93 
Low 73 19.25 2.86 
Analysis of the preceding table showing mean gains be-
tween those of the experimental population divided into 
tnree groups on the basis of months of private music instruc-
tion, reveals no statistically significant critical ratio 
between any two groups compared. 
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CHAPTER VI 
SUMMARY AND CONCLUSIONS 
The purpose of this study was to evaluate the effec-
tiveness of self-study, paired practice and self-testing 
materials and activities in the presentation of the funda-
mentals of music theory at the fifth grade level. The data 
were organized and analyzed to determine: 
1. The effect of team learning materials and pro-
cedures 
2. The relationship of mental age to learning the 
fundamentals of music theory 
3. The relationship of musical aptitude to learning 
the fundamentals of music theory 
4. Differences in results after the more traditional 
teacher presentation and the self-study, paired 
practice process in learning the fundamentals of 
music theory. 
Further studies were made with the experimental data to 
determine: 
1. The relationship of sex differences to learning the 
fundamentals of music theory 
2. The relationship of private music instruction to 
learning the fundamentals of music theory 
-116-
3. Any differences in four levels of ability on 
musical achievement using the experimental 
materials and process. 
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In January, 1962, tests of intelligence and musical apti-
tude were administered to the two populations selected. On 
the basis of test results two groups were formed, approxi-
mately equal in chronological age, mental age, and musical 
aptitude. In the process of equating both groups were re-
duced and the remaining data were analyzed for the 239 chil-
dren in these two groups. 
Because there was no appropriate test of musical achieve-
ment available, an inventory of fundamentals of music theory 
was constructed. An analysis of each item in this test was 
made according to the Walker-Cohen technique, with the five 
per cent level of acceptance utilized for purposes of this 
study. 
This test was administered to both groups in January and 
June to determine the achievement in the (non-performing) 
fundamentals of music theory. (Test may be found in Appen-
dix A.) 
On the results of this initial test the children of the 
experimental group were flexibly paired as partner-teams for 
use of the constructed self-teaching materials and exercises. 
For a period of approximately fourteen weeks the experimental 
group proceeded with the materials and activities of the 
study, progressing at their own rate of speed through three 
phases of materials, within a time allotment commensurate 
with the regular time allotment for music followed by the 
control group. 
Conclusions 
Musical Achievement 
A. Results of the Self-constructed Music Inventory Test 
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1. In June the experimental group had a mean score of 
65.60 as compared to the control group score of 59.44. 
The critical ratio of 2.13 is not statistically sig-
nificant at the one per cent level thougn it is at 
the five per cent level and favors the experimental 
group. 
2. The experimental group made a statistically signifi-
cant gain of 23.51 from January to June with a critical 
ratio of 8.05. The control group had a loss of 1.48 
during the same period, yielding a critical ratio of 
.52 which is not statistically significant. 
3. The control group loss was added to the experimental 
group gain for the period from January to June to make 
a difference of 24.99 and a resulting critical ratio 
of 6.16, significantly favoring the experimental group. 
Sex Differences in Mental Ability and Musical Achievement 
A. Results of Otis Quick Scoring Test of Mental Ability -
Beta Test, 1939, 1954 
1. The mean mental age for boys was 150.5 as compared to 
149.95 for the girls. This difference of .55 yields 
a critical ratio of .18 whicn is not statistically 
significant. 
B. Results of the Music Inventory Test 
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1. In June the boys had a mean score of 63.24 as compared 
to 68.42 for the girls. The critical ratio of 1.24 
was not statistically significant but it was in favor 
of the girls. 
2. The boys made a gain of 23.30 from January to June 
which yielded a critical ratio of 5.88, which is sta-
tistically significant. The girls made a gain of 22.88 
for the same period which yielded a statistically sig-
nificant critical ratio of 5.62. The difference in 
gains for boys and girls was .43, yielding a statisti-
cally insignificant critical ratio of .08. 
Differences in Four Levels of Ability as They Affect Musical 
Achievement 
A. Quartered on the Basis of Mental Ability 
1. In June the First Quarter had a mean score of 81.03 as 
compared to 65.07 for the Second Quarter. The critical 
ratio of 3.45 is statistically significant in favor of 
the First Quarter. 
2. From January to June both groups made significant gains. 
The difference in gains between the First and Second 
Quarters was 6.0 yielding a critical ratio of .88 
which is not statistically significant. 
3. In June the First Quarter had a mean score of 81.03 
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as compared to 69.06 for the Third Quarter. The criti-
cal ratio of 2.21 is not statistically significant, but 
does favor the First Quarter. 
4. From January to June both groups made significant gains. 
The difference in gains between the First and Third 
Quarters was 9.22 yielding a critical ratio of 1.16 
which is not statistically significant. 
5. In June the First Quarter had a mean score of 81.03 as 
compared to 44.67 for the Fourth Quarter. The critical 
ratio of 8.81 is statistically significant in favor of 
the First Quarter. 
6. Prom January to June both groups made significant gains. 
The difference in gains between the First and Fourth 
Quarters was 13.37 yielding a critical ratio of 2.16 
which is not statistically significant but does favor 
the First Quarter. 
7. In June the Second Quarter had a mean score of 65.07 as 
compared to 69.06 for the Third Quarter. The critical 
ratio of .80 is not statistically significant. 
8. From January to June both groups made significant gains. 
The difference in gains between the Second and Third 
Quarters is 3.22 yielding a critical ratio of .42 which 
is not statistically significant. 
9. In June the Second Quarter had a mean score of 65.07 as 
compared to 44.67 for the Fourth Quarter. The critical 
ratio of 5.19 is statistically significant in favor of 
the Second Quarter. 
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10. From January to June both groups made significant gains. 
The difference in gains between the Second and Fourth 
Quarters is 7.37 yielding a critical ratio of 1.28 
which is not statistically significant but favors the 
Second Quarter. 
11. In June the Third Quarter had a mean score of 69.06 as 
compared to 44.67 for the Fourth Quarter. The critical 
ratio of 5.05 is statistically significant in favor of 
the Third Qua.rter. 
12. From January to June both groups made significant gains. 
The difference in gains between the Third and Fourth 
Quarters is 4.15 yielding a critical ratio of .60 which 
is not statistically significant. 
B. Quartered on the Basis of Musical Aptitude-Rhythm 
1. In June the First Quarter had a mean score of 67.82 as 
compared to 68.32 for the Second Quarter. The critical 
ratio of .07 is not statistically significant. 
2. From January to June both groups made significant gains. 
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The difference in gains between the First and Second 
Quarters is 2.52 yielding a critical ratio of .30 which 
is not statistically significant. 
3. In June the First Quarter had a mean score of 67.82 as 
compared to 64.0 for the Third Quarter. The critical 
ratio of .72 is not statistically significant. 
4. From January to June both groups made significant gains. 
The difference in gains between the First and Third 
Quarters is 2.01 yielding a critical ratio of .30 which 
is not statistically significant. 
5. In June the First Quarter had a mean score of 67.82 as 
compared to 63.0 for the Fourth Quarter. The critical 
ratio of .81 is not statistically significant. 
6. From January to June both groups made significant gains. 
The difference in gains between the First and Fourth 
Quarters is .67 yielding a critical ratio of .09 which 
is not statistically significant. 
7. In June the Second Quarter had a mean score of 68.32 as 
compared to 64.0 for the Third Quarter. The critical 
ratio of .64 is not statistically significant. 
8. From January to June both groups made significant gains. 
The difference between gains for the Second and Third 
Quarters is .51 yielding a critical ratio of .07 which 
is not statistically significant. 
9. In June the Second Quarter had a mean score of 68.32 as 
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compared to 63.0 for the Fourth Quarter. The critical 
ratio of .74 is not statistically significant. 
10. From January to June both groups gained significantly. 
The difference between gains for the Second and Fourth 
Quarters is 1.85 yielding a critical ratio of .21 which 
is not statistically significant. 
11. In June the Third Quarter had a mean score of 64.0 as 
compared to 63.0 for the Fourth Quarter. The critical 
ratio of .18 is not statistically significant. 
12. From January to June both groups made significant gains. 
The difference in gains between the Third and Fourth 
Quarters is 1.34 yielding a critical ratio of .21 which 
is not statistically significant. 
c. Quartered on the Basis of Musical Aptitude-Melody 
1. In June the First Quarter had a mean score of 86.13 as 
compared to 66.13 for the Second Quarter. The critical 
ratio of 3.64 is statisti~ally significant in favor of 
the First Quarter. 
2. From January to June both groups made significant gains. 
The difference in gains between the First and Second 
Quarters is 1.78 yielding a critical ratio of .23 which 
is not statistically significant. 
3. In June the First Quarter had a mean score of 86.13 as 
compared to 59.96 for the Third Quarter. The critical 
ratio of 5.62 is statistically significant in favor of 
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the First Quarter. 
4. From January to June both groups made significant gains. 
The difference in gains between the First and Third 
Quarters is 5.70 yielding a critical ratio of .82 which 
is not statistically significant. 
5. In June the First Quarter had a mean score of 86.13 as 
compared to 48.69 for the Fourth Quarter. The critical 
ratio of 8.95 is statistically significant in favor of 
the First Quarter. 
6. From January to June both groups made significant gains. 
The difference in gains between the First and Fourth 
Quarters is 4.86 yielding a critical ratio of .80 which 
is not statistically significant. 
7. In June the Second Quarter had a mean score of 66.13 
as compared to 59.96 for the Third Quarter. The critical 
ratio of 1.10 is not statistically significant. 
8. From June to January both groups made significant gains. 
The difference in gains between the Second and Third 
Quarters is 3.92 yielding a critical ratio of .49 which 
is not statistically significant. 
9. In June the Second Quarter had a mean score of 66.13 as 
compared to 48.69 for the Fourth Quarter. The critical 
ratio of 3.35 is statistically significant in favor of 
the Second Quarter. 
10. From January to June both groups made significant gains. 
The difference in gains between the Second and Fourth 
Quarters is 3.08 yielding a critical ratio of .43 which 
is not statistically significant. 
11. In June the Third Quarter had a mean score of 59.96 as 
compared to 48.69 for the Fourth Quarter. The critical 
ratio of 2.70 is statistically significant in favor of 
the Third Quarter. 
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12. From January to June both groups made significant gains. 
The difference in gains between the Third and Fourth 
Quarters is .84 yielding a critical ratio of .13 which 
is not statistically significant. 
Differences in Three Levels of Private Music Instruction as 
They Affect Musical Achievement 
A. Three Levels of Private Music Instruction 
Top Group - 23 to 58 months of private instruction 
Middle Group - 3 to 18 months of private instruction 
Low Group - no private music instruction 
B. Results of the Music Inventory Test 
1. In June the Top Group had a mean score of 85.31 as 
compared to 74.14 for the Middle Group. The critical 
ratio of 1.0 is not statistically significant. 
2. The Top Group did not make significant gains from Janu-
ary to June, but the Middle Group did. The difference 
in gains between the Top and Middle Groups is 6.19 
yielding a critical ratio of .53 which is not statis-
tically significant. 
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3. In June the Top Group had a mean score of 85.31 as 
compared to 50.67 for the Low Group. The critical ratio 
of 3.65 is statistically significant in favor of the Top 
Group. 
4. The Top Group did not make significant gains from Janu-
ary to June, but the Low Group did. The difference in 
gains between the Top and Low Groups is .21 yielding a 
critical ratio of .02 which is not statistically sig-
nificant. 
5. In June the Middle Group had a mean score of 74.14 as 
compared to 50.67 for the Low Group. The critical 
ratio of 5.04 is statistically significant in favor of 
the Middle Group. 
6. From January to June both groups gained significantly. 
The difference in gains between the Middle and Low 
Group is 5.98 yielding a critical ratio of .93 which 
is not statistically significant. 
Analysis of the preceding data revealed that: 
1. Although in the beginning of the study the control group 
was significantly superior in achievement on the Music In-
ventory Test, the experimental group made significant gains 
from January to June while the control group experienced a 
loss. 
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2. After using the experimental materials and activities, the 
experimental group was superior to the control group in 
the final Music Inventory Test, although the critical 
ratio was significant at the five per cent level and not 
the one per cent level. 
In studying the experimental data it was noted that: 
1. The difference between boys and girls in achievement in 
music was not significant. 
2. Bach group of different mental ability made significant 
gains from January to June. 
3. Bach group of different ability in musical aptitude made 
significant gains from January to June. 
4. Of the three groups on the basis of private music instruc-
tion the middle and low groups made significant gains 
which would indicate that those with more months of pri-
vate music instruction probably scored higher in the be-
ginning. 
5. In comparing the groups in the final testing the signifi-
cance favored those of higher mental ability. 
6. There is apparently little relationship between musical 
aptitude-rhythm and achievement on the music inventory 
test. 
7. On the basis of musical aptitude-melody there was more re-
lationship between higher scores on the aptitude and the 
achievement on the inventory test. 
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Implications 
1, In a four month period fifth graders, given minimal music 
time, working in pairs at their own rate of speed, covered 
material relative to learning the fundamentals of music 
theory through fifth grade content, 
Allowing for some previous incidental learning, the ex-
perimental group in four months exceeded the achievement 
of the other fifth graders in a sequential teacher-taught 
program from grade three through five. 
2, The advantage to classroom teacher and supervisor is that 
a greater amount of group music time may be devoted to 
the creative, expressive musical activities involving par-
ticipation and utilizing an understanding of the funda-
mentals of theory, 
3. The data seem to indicate the possibility that too much 
class time has been spent in "mass" presentation of 
some aspects of music without consideration for in-
dividual ability to absorb tnis knowledge at different 
rates of speed. 
4, Children paired similarly in ability can work effectively 
in teaching, checKing and testing each other on funda-
mentals of music theory, with the added motivation of 
working with a partner. 

CHAPTER VII 
SUGGESTIONS FOR FURTHER RESEARCH 
1. Additional research in determining the effect of self-
study and paired practice to teach the fundamentals of 
music theory at other grade levels (4 and 6) of the ele-
mentary school. 
2. Additional research in determining the effect of self-
study and paired practice to teach the fundamentals of 
music theory at junior high level, using content appro-
priate to that level. 
3. A follow-up study using the same experimental population 
to determine the extent of carry-over for this type of 
learning experience. 
4. A study to evaluate these self-study and paired practice 
materials in preparing elementary teachers to teach music. 
5. Further analysis of essential fundamentals of music theory 
to determine more specifically the sequential order of 
difficulty. 
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APPENDIX A 
INITIAL TESTS USED IN EXPERIMENT 
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INITIAL TESTING 
1. Drake Test of Musical Aptitude: Rhythm 
2. Drake Test of Musical Aptitude: Melody 
3. Otis Quick Scoring Test of Mental Ability-Beta Test 
4. Music Inventory Test 
DIRECTIONS FOR FORM A: 
1. You will hear a metronome beating at a certain rate. 
2. A voice will count "one," "two," "three," "four," and you are to count silently along 
with it. 
3. The voice and the metronome clicks will both stop at the count of "four," but you are 
to CONTINUE COUNTING-"five," "six," "seven," "eight," and so on-until the 
voice says "Stop!". 
4. The number you have counted at the moment you hear "Stop!" is the answer you are 
to put down. (This includes the four counts-beats-you did along with the voice.) If 
you do not come out exactly on a beat, put down the nearest answer you think is cor-
rect. If you do not know the answer, put down your best guess. 
5. You should feel the tempo (rhythm) and respond to it by pressing your finger against 
tour desk to help you keep the beat exactly as started by the metronome. Do NOT 
tap your hands or feet or make any noise in any way. 
6. You must concentrate very closely on a test like this. You will probably make a better 
score if you keep your eyes closed during the test. Do not make any noise or move-
ment which will cause others taking the test to lose their count. Open your eyes 
only to write down your answers. 
7. 1f ou will be given four practice exercises. Listen carefully, and put your answers in the 
answer boxes at the right. ...;l:.:.·t--'1 
2. 
3. 
PRACTICE EXERCISES FOR FORM A .... ...:4-:..L..__. 
8. f. you do not understand what you are expected to do, ask about it now. 
DIRECTIONS FOR FORM B: 
1. Form B is the same as Form A, except that where you had a silent interval of time, you 
will now have a distracting rate to which you must try to pay no attention. You must 
t~ to keep the rhythm of the first four beats. · -· 
2. You will have four practice exercises for Form B. Listen carefully, and write your 
answers in the answer boxes at the right. Keep your eyes closed except to write down 
your answers. 1. 
2. 
3. 
PRACTICE EXERCISES FOR FORM B .... ...:4:.a.· --1 
3. If there is anything you do not understand, ask about it now. 
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RHYTHM TEST 
NAMt_ ___________________ GRADE ______ AGt_ ______ _ 
CITY SCHOOL_ DATE _____ _ 
What musical instruments do you play? ____________________ Years studied ______ _ 
Have you had singing lessons? 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
21. 
22. 
23. 
24. 
25. 
FORM A 
MARK YOUR ANSWERS IN 
THE ANSWER BOXES BELOW. 
Make your answers clear and dark! 
26. 
27. 
. . . 28 • 
29. 
. 30. 
31. 
. 32. 
33. 
34. 
. 35. 
36. 
37. 
38. 
39. 
. 40. 
41. 
. 42. 
43. 
44. 
45. 
46. 
47. 
48. 
49. 
50. 
Raw Score= 
Musical Norms Percentile Rank= 
Non-Musical Norms Percentile Rank= 
_____ Years studied, __ _ 
. 
. ·. 
FORMSA+B 
Raw Score 
Musical Norms Percentile Rank 
Non-Musical Norms Percentile Rank 
1. 
2. 
3. 
4. 
5. 
6. 
7. 
8. 
9. 
10. 
11. 
12. 
13. 
14. 
15. 
16. 
17. 
18. 
19. 
20. 
21. 
22. 
23. 
24. 
25. 
Where? 
FORM B 
MARK YOUR ANSWERS IN 
THE ANSWER BOXES BELOW. 
Make your answers clear and dark! 
26. .. 
27. ··> 
28. 
• h', 
29. . 
30. 
.. '·' 
• 
31. -·~> 
\ 32 . .•' 
33 • . . . 
34. 
·· ...... 
35 • . . 
' 
36 . . . . . 
37. 
38. 
39. 
40 • 
41. 
42. 
.. 
. .. 
43. •. 
. 44 • 
45. 
46. 
47. 
• . 
48. .... -. 
49. 
50. 
=Raw Score 
=Musical Norms Percentile Rank 
=Non-Musical Norms Percentile Rank 
· ~AKE MUSICAl Al'tll'\IDE TESTS 
developed by Raleigh M. Drake · 
QUICK,SCORING ANSWER SHEET FOR:lHE MUSICAL MEMORY TEST 
DIRECTIONS FOR FORM A AND FORM B: 
1. You will hear a melody played on the piano. Listen carefully to the melody 
and try to remember it. 
2. Then, listen carefully to the melodies that follow, and COMPARE EACH OF 
THEM WITH THE FIRST MELODY: 
• If it is exactly the SAME as the first melody ........... put Sin the answer box 
• If it is the same melody played in a different KEY ...... put Kin the answer box 
• If the TIME has been changed . ..................... putT in the answer box 
• If any of the NOTES have been changed . .............. put N in the answer box 
S= exactly the SAME 
K= change of KEY 
T =change of Tl ME 
N=change of one or more NOTES 
3. There is never more than one kind of change in any one comparison. 
4. Write your answers-S, K, T, or N-during the short pause after each melody. 
5. Here are four practice exercises. In each exercise, listen to the first melody, and 
then compare each of the next four melodies with the first melody as illustrated below: 
next playing 
l 
PRACTICE EXERCISE NO. I .. -I I I I I 
PRACTICE EXERCISE NO.2 ... ._l___.'--_,1_ .... 1 ----'1 
PRACTICE EXERCISE NO.3 ... Lj____L_L,_I____LI_]_, 
PRACTICE EXERCISE NO.4 ... ._l--l_..J..I_J_I___.I 
6. If there is anything you do not understand, ask about it now. 
J. In the test you will have 12 trials of entirely different melodies. Each trial will be an-
nounced by number. When you hear a number announced, you will know that a 
NEW melody is to be played. 
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MUSICAL MEMORY TEST 
NAME __ _ GRADE ______ AGE __ _ 
CITY __ _ ______ SCHOOL _____ _ DATE ________ _ 
What musical instruments do you play? 
Have you had singing lessons? 
FORM A 
Mark in each answer box one of 
the following letters: 
S~SAME 
K~ KEY changed 
T ~TIME changed 
N ~NOTES changed 
Make your answers clear and dark. 
3
" [ .·"'f• ,'l l 
4
• t · ·1 I · -I 
5
·1 l I I 
~-1 I I I 
7
·1- ·T· 1· ·I 
··I I I I 
9
·1 I I I 
10
·1 I I I 
11.1 I I I 
12
• l I I I 
FORM A 
Raw Score= 
Musical Norms Percentile Rank= 
F====l 
Non-Musical Norms Percentile Rank= L---' 
FORMSA+B 
Raw Score= 
Musical Norms Percentile Rank 
Non-Musical Norms Percentile Rank 
Years studied _________ _ 
Years studied 
FORM B 
Mark in each answer box one of 
the following letters: 
S ~SAME 
K~KEY changed 
T ~TIME changed 
N~ NOTES changed 
Make your answers clear and dark. 
4
-l:::rtJ• ·•I 
5·1 :.· ·J;~;f. ·. -- Fifl 
&.[·::f:.·•····t· .,_;· __ , 
7
·i:·l···l j·~lF·· 
t\ 
··f ·l l I I 
9
·1 r :f I I I I 
1
··1 r 1 r ~r t 1 
1 ~.,. ll ,_ •. r t · ·1 
12
·1 -· ::f_ 1·_ l {l·-· I I 
FORM 8 
F==:1= Raw Score 
F====J = Mus1cal Norms Percentile Rank 
L__...J =Non-Musical Norms Percentile Rank 
Jtis Quick-Scoring Mental Ability Tests: New Edition 
BETA TEST: FORM EM 
'Y Arthur S. Otis 
Do not open this booklet, or turn it over, until you are told to do so. 
Fill these blanks, giving your name, age, birthday, etc. Write plainly. 
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BETA 
EM 
[arne ..................................................................... Grade ........ Boy ........ Girl. ...... . 
Firat name Initial Last name 
late of birth ... ............. How old are you now? ....... . 
Month Day 
>ate. . . . . . . . . . . . . 19 ..... School. ............... City and state ........................... . 
Read these directions. Do what they tell you to do. 
This is a test to see how well you can think. It contains questions of different kinds. Under each question there are 
lur or five possible answers. You are to read each question and decide which of the answers below it is the right answer. 
>o not spend too much time on any one question. Here are three sample questions. 
ample a: Which one of the five things below is soft? 
(1) glass (2) stone (3) cotton (4) iron (5) ice 
The right answer, of course, is cotton. The word cotton is No. 3. Now look at the "Answer 
paces for Samples" at the right. In the five spaces after the Sample "a," a heavy mark has 
een made, filling the space under the 3. This is the way to answer the questions. 
Try the next sample question yourself. Do not write the answer; just put a heavy mark in 
1e space under the ;mmber corresponding to the right answer. 
ample b: A robin is a kind of -
(6) plant (7) bird (8) worm (9) fish (10) flower 
The answer is bird, which is answer 7; so you should answer Sample "b" by putting a heavy 
1ark in the space under the 7. Try the Sample "c." 
'ample c: Which one, of the five numbers below is larger than 55? 
(11) 53 (12) 48 (13) 29 (14) 57 (15) 16 
ANSWER SPACES 
FOR SAMPLES 
2 3 • 5 
I ' a 
7 8 9 10 
b 
11 12 13 14 15 
' 0 
Thecorrectanswerfor Sample "c" is 57, which is No.14; so you would answer Sample "c" by making a heavy black 
l8l"k that fills the space under the number 14. Do this now. 
Read each question carefully and decide which one of the answers is best. Notice what number your choice is. Then, 
n the answer sheet, make a heavy black mark in the space under that number. In marking your answers, always 
e sure that the question number on the answer sheet is the same as the question number in the test booklet. Erase 
ompletely any ans'Wr you wish to change, and be careful not to make stray marks of any kind on your answer sheet 
r on your test booklet. When you finish a page, go on to the next page. If you finish the entire test before the time is 
p, go back and check your answers. Work as rapidly and as accurately as you can. 
The test contains 80 questions. You are not supposed to be able to answer all of them, but do the best you can. You 
rill be allowed half an hour after the examiner tells you to start. Try to get as many questions right as possible. Be 
areful not to go so fast that you make mistakes. Do not spend too much time on any one question. No questions 
bout the test will be answered by the examiner after the test begins. Lay your pencil down. 
j Do not turn this booklet until you are told to begin. 
Copyright 1954 by Harcourt, Brace & World, Inc., New York 
Copyright in Great Britain. All rights reserved. 
PRI:>!TED IN U.S.A. BETA:EM·20 
This test is copyrighted. The reproduction of any part of it by mimeograph, hectograph, or in any other 
way, whether the reproductions are sold or are furnished free for use, is a violation of the copyright law. 
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1 The opposite of weak is -
(1) poor (2) sick (3) tall (4) strong (5) young ........................... . 
2 Which of the five words below comes first in the dictionary? 
(6) brown (7) black (8) blown (9) break (10) )llend ..................... . 
3 Which answer tells best what a teakettle is? 
(11) a tool (12) a weapon (13) a utensil (14) a thing (15) a machine ...... . 
4 An eggshell is to an egg the same as an orange skin is to -
(16) a lemon skin (17) an orange · (18) an orange seed (19) a hen (20) a clamshell 
6 Ruth is prettier than Sadie but not so pretty as Mabel. Therefore, Mabel is (?) Sadie. 
(21) not so pretty as (22) just as pretty as (23) cannot say which (24) prettier than 
6 The mayor is to a city as the governor is to -
(26) a nation (27) a president (28) a state (29) a council (30) an office ..... 
7 A stove is to heat as a refrigerator is to -
(31) a kitchen (32) cold (33) electricity (34) gas (35) food ................. . 
8 Three of the four designs at the right are alike in some way. D 0 fJ\'.. 0 ... 
Which one is not like the other three? (36) (37) (38) X......,X (39) 
9 Northwest is to southeast as up is to -
(41) north (42) higher (43) northeast (44) down (45) under .............. . 
10 The opposite of clockwise is -
(46) backward (47) counterclockwise (48) right (49) left (50) round ...... . 
11 Which of the five words below comes first in the dictionary? 
(51) times (52) stand (53) ruled (54) grand (55) quill ................... . 
12 Which of the five persons below is most like a carpenter, a plumber, and a bricklayer? 
(56) a postman (57) a lawyer (58) a truck driver (59) a doctor (60) a painter 
13 Which of the following sentences tells best what an arm is? ......_ 
(61) It goes in the coat sleeve. (62) You can put it around something. ...,.... 
(63) It carries the hand. (64) It is the part of the body attached to the shoulder. 
(65) We have two of them ......................................................... . 
14 Four of the following things are alike. Which one is different from the othe~our? 
(66) a beet (67) a peach (68) a radish ~9) an onion (70) a potato ........ . 
16 What is to hearing as an eye is to sight? 
(71) glasses (72) voices (73) a sound (74) an ear (75) an earphone ....... . 
16 Three of the four designs at the right are alike in some way. 2 \\\\\ a a ( a 
Which one is not like the other three? (76) 2 (77) / fJ /J (78) ) 2) 2) (79) ::::::::::=::: 
17 Which of the five things below is most like the moon, a balloon, and a ball? 
(81) sky (82) a cloud (83) a marble (84) an airplane (85) a toy ........... . 
18 Fur is to a rabbit as feathers are to-
(86) a pillow (87) a bird (88) a hair (89) an animal (90) a nest ........... . 
19 What is the I>iost important reason for using screens at windows? 
(91) They are easy to paint. (92) They improve the looks of the windows. 
(93) They keep out flies but let in the breeze. (94) They keep out burglars. 
(95) They are easier to keep clean than windows are ................................ . 
20 Which of the five words below comes last in the dictionary? 
(1) front (2) local (3) lemon (4) floor (5) knoll .......................... . 
21 The moon (?) around the earth. (Which of the following words completes the sentence best?) 
1 (6) turns (7) goes (8) moves (9) revolves (10) spins ..................... . 
22 Printing is ta..a book as writing is to -
(11) talking (12) a letter (13) a pen (14) a friend (15) reading ........... . 
23 Which of the five things below is most like a chimney, a roof, and a door? 
(16) a chair (17) a bed (18) a stove (19) a window (20) a desk .......... . 
24 The ground is to an automobile as water is to-
(21) a train (22) gasoline (23) the engine (24) a ship (25) a river ......... . 
[ 3 1 (Go on to the next page.) 
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25 If grapefruit are 4 for a quarter, how much will two dozen cost? 
(26) 23¢ (27) 60¢ (28) 96¢ (29) $1.50 (30) $1.00 ..................... . 
26 The author is to a book as the inventor is to a-
(31) machine (32) bookmark (33) discoverer (34) writer (35) magazine 
27 Which of the following tells best what a kitchen is? 
(36) a room in which to cook (37) a place to keep knives and forks 
(38) a part of a house (39) a room with a table and chairs 
( 40) a room next to the dining room . . . . . . . . . . ....................... . 
28 If the following words were rearranged to make the best sentence, with what letter would the last word of the 
• sentence begin? 
wood made often of are floors 
(42) m (41) a (43) w (44) f (45) 0 .................................. . 
29 Which of the five things below is most like tea, milk, and lemonade? 
(46) water (47) vinegar (48) coffee (49) olive oil (50) mustard ........ . 
30 Three of the four designs at the right are alike in some way. LJD 
(51)0 (52) fJ!J Q (53) 0 {_ (54) b, Which one is not like the other three? 
31 Which of the sentences below tells best what a kitten is? 
(56) It has whiskers. (57) It is a small animal that drinks milk. 
(58) It is a playful animal. (59) It is afraid of dogs. (60) It is a young cat .... 
32 If the following were arranged in order, which one would be in the middle? 
(61) pint (62) barrel (63) cup (64) quart (65) gallon ................. . 
33 If Tom is brighter than Dick and Dick is just as bright as Harry, then Harry is (?) Tom. 
(66) brighter than (67) not so bright as (68) just as bright as (69) cannot say w 
34 Count each 4 that has a 2 next after it in this row. 
3 9 4 3 2 8 7 s 4 2 2 4 5 5 2 2 4 2• 2 4 1 4 2 3 5 4 6 2 4 7 5 2 4 4 2 
How many are there? 
(71) 1 (72) 2 (73) 3 (74) 4 (75) 5 ..... 
35 The opposite of ignorance is -(76) beauty (77) knowledge (78) goodness (79) honesty (80) truth ..... 
36 Four of the following words have something in common. Which one is not like the other four? 
(81) cowardly (82) dishonest (83) poor (84) stingy (85) rude ......... . 
37 A photograph is 3 inches wide and 5 inches long. If it is enlarged to be 12 inches wide, how long will it be? 
(1)8~ OOM~ ~~~ ~)U~. (~00~ ..................... . 
38 The opposite of spend is - (6) give (7) earn (8) money (9) take (10) use ....................... . 
39 Which of the following sentences tells best what an airplane is? 
(11) It flies. (12) It is something to travel in. (13) It is a flying conveyance. 
I 
(14) It has wings and a tail. (15) It is a mechanical bird ...................... . 
40 A man drove 9 miles east from his home, and then drove 4 miles west. He was then (?) of his home. 
(16) 5 miles east (17) 5 miles west (18) 13 miles east (19) 13 miles west . 
41 If the following words were rearranged to make the best sentence, with what letter would the last word of the 
tence begin? 
men deep the a trench 
(21) d 
dug long 
(22) I (23) t (24) s (25) m ................................... . 
42 A pitcher is to cream as a bowl is to -(26) baseball (27) a saucer (28) coffee (29) sugar (ilO) a dish ........ . 
43 If the following words were rearranged to make the best sentence, the last word of the sentence would begin with ' 
letter? 
cook the pie a made apple deep (31) c (32) p (33) a (34) d (35) m. 
44 A very str->ng feeling of affection is called -(36) sympathy (37) pity (38) admiration (39) love ( 40) esteem ....... . 
[ 4 l (Go on to the next p 
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&& A chair is most likely to have -
(41) rockers (42) upholstery (43) legs (44) a seat (45) arms .............. . 
&6 A boy has three dogs. Their names are Rover, Spot, and Fido. Rover is larger than Spot and Spot is larger than 
Fido. Therefore, Rover is (?) Fido. 
(46) smaller than (47) larger than (48) the same size as (49) cannot say which 
&? Wood is to box as wire is to -
(51) iron (52) electricity (53) doorbell (54) screen (55) fire ............... . 
&6 There is a saying, "It is a long road that has no turning." It means -
(56) Most long roads are straight. (57) Things are bound to change sooner or later. 
(58) Most short roads have turns. (59) It is a bad idea to turn around on the road ... 
&9 Which of the five things below is most like a sheet, a towel, and a handkerchief? 
(61) a blanket (62) a coat (63) a napkin (64) a carpet (65) a mattress ..... 
... 
60 Three of the four designs at the right are alike in some way. ~ u Gi a ~ : I
Which one is not like the other three? (66) (67) (68) ~ (69) ..... 
61 If the following were arranged in order, which one would be in the middle? 
(71) foundation (72) walls (73) ceiling (74) roof (75) floor ............... . 
62 Which one of these series contains a wrong number? 
(1) 2-4-6-8-10 (2) 1-3-5-7-9 (3) 3-6-9-12-15 (4) 1-4-7-10-12 
(5) 2-5-8-11-14 ................................................................. .. 
66 A pair of trousers always has -
(6) a belt (7) cuffs (8) pockets (9) a crease (10) seams .................. . 
M One number is wrong in the following series. What should that number be? 
8 1 8 2 8 3 8 4 8 5 8 6 8 7 8 9 
(11) 9 (12) 7 (13) 6 (14) 8 (15) 5 ....................................... . 
66 A machine that works rapidly and well is said to be -
(16) fluent (17) revolutionary (18) novel (19) automatic (20) efficient ..... . 
66 What letter in the following series appears a third time nearest the beginning? 
A C E B D D E A B C B E C A D A B C D E 
(21) A (22) C (23) D (24) E (25) B ..................................... . 
6? The stomach is to food as the heart is to -
(26) a man (27) the lungs (28) blood (29) a pump (30) beating ............ . 
66 In the alphabet, which letter follows the letter that comes next after Q? 
~1)0 ~)S ~)P ~)T ~R ..................................... . 
69 Most persons prefer automobiles to buses because - ...a... 
(36) it is always cheaper to use an automobile. (37) the bus carries too many persons.__,.... 
(38) an automobile gets you where you want to go when you want to go. 
(39) automobiles are easier to park ................................................ . 
60 The opposite of contract is -
(41) explode (42) detract (43) expend (44) die (45) expand ............... . 
61 In a certain row of trees one tree is the fifth one from either end of the row. How many trees are there in the row? 
(46) 5 (47) 8 (48) 10 (49) 9 (50) 11 .................................... .. 
62 There is a saying, "Honesty is the best policy." It means-
(51) Honesty is more important than generosity. 
(52) In the long run it pays to be honest. (53) Honest people become wealthy. 
(54) You can never tell what a dishonest person will do .............................. . 
es Three of the four designs at the right are alike in some way. ~()~ 
Which one is not like the other three? (56) '1..r' 
[ 5 l 
.A. (57)~ (58) ¥ (59)')( 
(Go on to the next page.) 
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64 The one of two objects that is not so good as the other is said to be -
(61) unsuitable (62) lesser (63) single (64) inferior (65) unnecessary .. 
66 If the following words were rearranged to make the best sentence, the last word of the sentence would begin 
what letter? 
fall clouds from the raindrops dark 
(66) f (67) d (68) t (69) c (70) r .................................. .. 
66 An object or institution that is not likely to move or change is said to be-
(71) fundamental (72) stable (73) temporary (74) solid (75) basic ..... 
67 Worst is to bad as (?) is to good. 
(1) more (2) better (3) best (4) very good (5) excellent .............. . 
68 If the following persons were arranged in order, which one would be in the middle? 
(6) grandfather (7) grandson (8) brother (9) uncle (10) nephew ...... . 
69 A man who buys and sells when there is considerable danger of loss is said to -
(11) transa.ct (12) stipulate (13) contract (14) speculate (15) bargain .. 
70 Wbich tells best what a refrigerator is? I (16) a piece of kitchen furniture (17) a place to store food 
(18) an electrical device for the kitchen (19) a large white box 
(20) a cabinet for keeping food cold ........................................... . 
71 There is a saying, "A bird in the hand is worth two in the bush." It means- (21) Two birds are worth more than 
(22) Something you are sure of is twice as good as something doubtful. 
(23) Your own bird is worth two that belong to others. 
(24) It is hard to catch birds that are in bushes ................................. . 
72 When the time by a clock was 14 minutes past 9, the hands were interchanged. The clock then said about-
(26) 14 minutes past 3 (27) 14 minutes of 10 (28) 14 minutes past 2 
(29) 14 minutes of 3 . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . . ............ . 
73 One number is wrong in the following series. What should that number be? 
1 9 2 8 3 9 4 8 5 9 6 8 7 9 8 9 . 
(31) 9 (32) 7 (33) 8 (34) 6 (35) 5 .......... 00. 00. 00 00 ...... 00 00 .. 00 
74 The boy deserves (?) for his effort and perseverance. (36) condemnation (37) censure (38) scholarship (39) commendation 
(40) a medal ................................................................ . 
75 One number is wrong in the following series. Wbat should that number be? 
1 2 4 8 16 32 48 128 (41) 96 (42) 6 (43) 64 (44) 12 (45) 24 00 00 00 00 .................... 00 
76 If I have a large box with 4 smaller boxes in it and 3 very small boxes in each small box, how many boxes do I 
have in all? (46) 7 (47) 12 (48) 13 (49) 16 (50) 17 ............................. . 
H If each 3 in the following series were changed to a 2 and if each 1 were dropped out, the sev~nth 2 would be foil 
by what number? (Do not mark the paper.) 
1 2 5 2 3 1 5 2 3 4 2 3 1 3 4 2 2 2 5 
(51) 1 (52) 3 (53) 2 (54) 4 (55) 5 ..... 00 ......... 00 00 00 00 00 •• 00 .... 
78 There is a saying, "An ounce of prevention is worth a pound of cure." It means-
(56) Prevention is a good cure. (57) Prevention and cure can be purchased by W! 
(58) It is much better to prevent something than to cure it. 
(59) It is much better to cure something than to prevent it ..................... . 
' 79 Which of the five words below is most like heavy, blue, and nice? '_ 
(61) weight (62) round (63) sky (64) color (65) weather ............ . 
80 In a foreign language, boli deta kipo means very good weather; boli cora means bad weather; and deta sedu means ver, 
What word means good? (66) boli (67) deta (68) cora 
[ 6 1 
(69) kipo (70) sedu ... 00 .. 00 00 00 00 00 ... 
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Name ----------------------- Age _ Initial of Last Name --------
School ---------- Grade Teacher 
- -------------
Town or City State ---------------------------
Do you take music lessons? (check) Yes ____ Group ____ Private No 
If yes, what instrument (or voice)! 
How long have you taken lessons? 
Did you ever take music lessons? (check) Yes No 
If yes, explain, 
Do you attend any special classes in music outside school? (check) Yes No 
If yes, please explain, 
Do you belong to any special musical group? (check) Yes ____ No __ 
Band Orchestra Glee Club or Chorus Choir Ensemble 
Other? --------------------------
Does you father play an instrument? (check) Yes No 
If yes, what instrument? ---------------------------
Does your mother play an instrument? (check) Yes No 
If yes, what instrument? --------------------------
Check if either or both parents sing. Mother Father 
Do you have any brothers or sisters who play instruments? (check) Yes No 
If yes, explain, -------------------~·la~ ---------------------
Is there a phonograph at your home? Yes No How many? ___ _ 
Is ·there a television in your home? Yes____ No How many? ____ 
Have you attended a Symphony Concert? Yes _ No _ How many? ____ 
Have you attended a Children's Concert? Yes_ No_ How many? ___ _ 
Do you enjoy music? Very much _ Some of it A little No 
C.A. M,A, Mus. Apt.-Rhythm _Melody_ 
Inv, I ____ bpe ____ Inv. II Tape 
. ---- ----
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• NAMING NOTES C'. NOTE VALUES D. LETTER NAMES of 
Lines and Spaces 
Write the name of ·each Write the number 
note (or noteS) on the which tells how many On each staff below 
line beside iti of the first note will there is an X put 
) equal the second note. in !!: space or ~ J=J 
a line. Write the 
letter name for the 
J 1. How many ? line or space with X. )-J 2. How many ? 
)::.o 1. 0 J 3. How many ? )::J. j 4. How many ? 2. J~o J. s. How many ? )=0 3, n 6. How many ? )~J 7. How many ? ~ n If J • 1 beat, write how 
4. 
-1f-
many ~ each of the 
' 
following would get, 
J s. )( r a. 
NAMING RESTS 9. J. 6. 
~ 10. r j 7. ...-.. 11 • 0 i )+) 1 12. 
J.J a. 
-
13. 
~ 14. )+J+) 
Name: 
• MUSI:eAL SIGifS AIID SYMBOlS 
• 
• 
Choose the name for the musical symbol shown and write the correct letter 
on the empty line beside all the answers. 
a) staff b} flat c} sharp d) natural d) accent 
a} fermata or hold b) accent c) staccato d} rest 
~ a) note b) sharp c} B clef d) staff e) flat 
·~ a} staff b) scale c} clef d) key signature 
.:f a) flat b) loud c) key signature d) the end 
~a) measure b) Fine c) fermata or hold d) repeat 
.~ a) crescendo b) fermata or hold c) diminuendo d) ritard 
'): a) treble clef b} bass clef c) staff d) repeat 
a) note b) sharp c) flat d) cancel or natural 
~~~;a) scale b) treble clef c) staff d) bass clef 
Explain the following: 
-
-
-
-
mp --------- fff --------
What does this sign before a note mean? 
-------------
What is this sign called?-----------------
Name: 
-------------
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F. FINDING DO AND NAMING Kl!:YS Find do from the following key signatures and put an 139 
X where it belongs on the staff. Write the .!!!!!!!! of the key under do. 
n 
• J .J 
G. INTERVAlS; Put another X on the staff above each one there to show the interval•. 
" I ,. 'I =,e I " I 
' 
~third ~fifth ~ octave tonic chord 
H. SYLLABLES Write the correct musical syllables (do-re-mi) under each note below, 
4 J J J1J n lr rrriJJ"'\:J; l! JiJ J !1Iij\J.1 
-------------
I. UNISON AND HARMONY Write under each of the following whether it is for unison 
singing or harmony. 
K. TIME OR METER SIGNATURES Look at the time or meter signature, Then place bar 
lines onthe staff to measure the music correctly. -
~ ~ ' -~ 
41 "!' ..... J •• " . 
Name: -------------------
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L, ID!NTIFYING MELODIES On each staff below there is a familiar melody, Under each 
melody are four song titles. Look at a melody. Silently tip the rhythm with one 
finger against your palm and silently hum it. Put the letter of the answer on the line, 
;t fJI cJ (11 U D I fi b 1J. 
~ Old Folks at Home b) Marines' Hymn c) Oh, Susanna d) Home on the Range 
:.J • II' 
~J a) Skip To My Lou b) Dixie c) Oh, Susanna d} Yankee Doodle 
~ J·\JJ l]j) Sl C! Ef r I 
l;r) Star Spangled Banner b) Ameria_ c) America ~ Beautiful d) Dixie 
~liJIJJJJ]JJJ J ~)I l! "~ Spu&lod .... _, b) Jouioo ""'' C...:t d) DW.o ~ururlu n r 1 r) Skip To">' Lou b) Jiogi. Bolio o) Eru c..aJ. d) YWn Dood1o ~J~>i 11;p1 J ® 1 ffJ r 
~·~ £J n 1J n r !BJ;IJ n ~~ 
lime: ---------------
{, RHYTHM 
Look at the rhythm pattern on your paper. 
LISten to the rhythm being tapped. 
Decide whether the rhythm you bear is 
!. or !! and ~ your answer on the line. 
~AKPU: a)J n JJ b)~ J J J 
L. a)~j)Jj )) b) J))J~ 
!. a}~iJ'J~}~ b)~)J~J) 
!. a)~ J. Jj b)J})J 
1. a)~ j) J ~ J b) ) J fl J 
;. a)~ m )) b) ffi~! 
;, a)~ ) ) J b) ) J ~ J 
r.a)~ m J. b)m.tt-
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N. MELODY 
Look at the tvo melodies on your 
paper. 
Listen to the melody being played. 
Decide whether it is a or b and ~your answer on the line. 
l~~jU~~ 
a) b) 
,,v om U;J& JJ IJ1£l 
a) b) ____ 
,.~J rliltJir·t;rl J JJ 
a} b) · ~ ____ 
.. ;bv r lffiJJI l ir 1tfr rrl 
a) b) ____ 
,VtJ.tJfJ&t~rfiJOi$1, 
a) b) ____ 
,.a)~rnmb)mrn _ 6~~~m 
Name:------
APPENDIX B 
MANUAL OF MATERIALS - STUDY CARDS, WORKSHEETS ~~D 
CHECK TESTS FOR TEACHING THE FUNDAME~TALS OF 
MUSIC THEORY IN THE FIFTH GRADE THROUGH 
SELF-STUDY AND PAIRED PRACTICE 
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Music is written by placing notes on the lines and iu the 
spaces of ! §taft. Each note etands f'or a tone which be 
played or sung. 
A staff bas S lines and 4 spaces: 
line 5 ______ ....,... ____________ ,... 
4th spaee 
---------------------------------------
lrd apace 
. 2nd spa 
1st space 
Notice at veal ys count 1m fro the bottom to the top. 
Higl!er notes are higher up, on the staff. 
Lower note are l r 1 or down, on the staff o 
ltotes are tdaced!!! _!!!!!,(.and the line g es through the 
center of the note.) 
Notes are placed ~ ~ space~ (fUling the. area beween two 
line o) . 
------------------------------
Notes o lower!!!!!!~ !!!f!, ancl lines are ~to 
ere they gf?;) 
1st line below -
'lbe lines added abo 
IEOOER !L___a 
2nd lin below staff 
la the taff are calle 
Notes y also be placed !!! !!!! Spa£! above and el 
the staffo 
STAFF (Treble or G Clef) Noo T A 2 
The 5 lines and 4 SJ?!Ces of a staff have letter !~!.!!!?.! like 
part of the alphabet. 
The musical alphabet bas only seven {!l letters, A, B, C, D, 
,., c 
just as th re are seven l!l yllable in th seal._! or: 
This ~!sn t the 
beginning of the 
staff is 411. d 
the trebl £!!!o 
do, r, ·,fa, o, la, ti, (do, again) 
1mea:ns !!z• 
,.......,........., ..... !!:!!!~ of the l1nes 
The lette names of the lines and spaces o• the (treble) 
staff ar A, B, C9 D, E, F, G, ~ !!2! in~ ordero 
d wh yo 
5th line • ~ <>~-------------....._ 4th line D. o o · +---4th space E 
Jrd line Bo o (> --3rd e C 
2n 1 --=>2nd e A. 
1st lin o• :.-~------------
However, if you remember !§t lin~ .§ you can figure the 
rest of lines a d spaces by ~ "ng up the alphabet from 
line to to lin~¢ (After G back to A) 
STAFF {Bass Cl f) 
The itten for t trebl or G clefo 
db lov the 
clefo 
the bass 
Tor r 
tfOTES ,AMD RES'IS 
MEW Y (Scale) 
G 
la ti ) se e · 
'tS \,7-
for the diatonic: SCA.I.EQ 
We also call the scale of ~ to,~ in~._ stsP! a !f!.J~F one11 

STUDY CARD ftOo II A. 1 
a __ a ___ Co re the lengths of lines· a and lines b 
b 
-
b 
-
The two a lines are the length. 
The two b lines are the s lengtho 
Th a lines are longer than the b lines. 
One a line is twice as lon one b lin o 
On b line ia half asl a lineo 
NOTJSS b 
--
---•4 
•2 
u e , 
ch line, 
as the b line, 
the a lineo 
If the b line -
e line---
call 
different IBIGTJiS OJ.i" 
•1 
2 
STUD CARD NO o II A 2 
-
ol note · 0 
METER (0 TIME) SIGNATURE . 
Music is measured by b tso 
At the beginning of the staff of any music, lfter the G clef 
and j t before the notes begin, 
You will find tvo n er , one under the other o 
They ke the ,;;;;;;;.o;;.;;o;;.. (or t• ) 
i 
The TOP n er tells HOW MANY beats to each meatsUJre 
** The LOWER n er tells WHAT KIND c,f ~ eq 
In 
4 ans 4 beag in ev ry asure 
n or q rt ~ • 1 b 
= 1 t, o does 1 t 
ic with a 2 
4 
ter you could ha e aey of these 
as e : 
STUDY CARD NOo II A. 4 
A meter signature of 3 means J beats to a measure 
4 ~ quarter ~ = 1 beat 
A meter signature of 2 means 2 beats to a measure 
2 J hill J!W! a: 1 beat 
A meter signature of 3 means 3 beats to a measure 
8 J' eighth ~ = 1 beat 
The~ 2£: !!Q!! = 1 beat changes, aad is 
* RE:MDlBm - if J !!!!!. note = 1 beat 
if 
if 
of Rlwntt>et-s 
le = 2 b ts 
!!!!!, = 2 b ats 
t CO Do) 
·bea~ts. to sure 
half note = 1 beat 
ng CAREFUL to look at the lower number to se WHAT KIND of 
note = 1 beat 
Study Card Noo II A 5 a 
When you see a note followed by a dot, it an that you 
h2!2 !!! !2!! longet than you do a note without a doto 
SAMPLE: J • = !!2£!. !!!!!! J 
)" 
The dot 
-
• = l/2 of the ~ value of the note it followso 
You would ·ustain (pl y or ing) the note plu~ the value 
of the dot. 
If a note J == 2 eats I if note J • 1 beat 
I 
dot • • 1 beat ~ dot • •1/2 be t J. note J. = 1 1/2 bea dotted note r= 3 beats / dot 
In many rhythm pa tte_r dotted .!!.2!!! appear with another 
note of 1!!! beat valu o The dotted note may be firs~ or 
second in the patterno SAMI>IES~~ dotte ' qtarter and eighth\ n 
dotted eighth and sixteenth J -· ; 
1 eighth an~n'"tr1:P-r 
sixteenth and•eighth n. 
Study Car Noo II A. 5 b 
Take out your :usic b o and look thro 
examples of dotted ~: 
•· 
it for these 
1. a dotted note at the!!!$! of a song fort loFhi\' 
' * 
2o a dotted note~ alone !n ! measure, for a long bold. 
~ = r· = 
3o a dotted note followed by faster note, or one vi 
eat value o \') 
•• 
less 
-
4o a dotted note with faster note just before ito These 
· may be bard r to findo 
s~ in 6/8, 9/8~ 12/8 
triplet .,,r.ro 
d note which equals a. 
6o a double dotted not~ where the second • r= 1/2 the first. J .. ::; 3 ~.2 
Study Card Nt) c _!!.. ..... B ..,l __ _ 
• .;;..;;,;;--., which fro 
pl c d in a o , 
on the taff, 
KEY of C - or f 
G- rp~ 
C<l 
~LE:~==~====~========~ 
\·'e call th s o jor lim: c, f, B~; 
G, I 
in 
Study the next card to find out about KEY SIGNATUiillS for 
thes~ keys., 
ke 
(SIGIH'~TUR~) !1njor Keys 
Rcvimn To find .92 or the 'ti of the nusic, t1hen the 
!rey si~at~e has sha.~s , call the lnst sharp to 
the ri t _, nnd coun lm..! or dot·m 7 places to S2• 
rlet·r: To lind do or the ltf of the I!lUsic uhan there 
i'rats <p>, ca!l the las nat to tho right fa, and 
count doun 4 (or .YIL2> places on the statfto 9.2· 
S1\.! WLE a e V 
fa (4) is in the 2nd space 
mr ( 3) is on the 2nd line 
re (2) is in the first space (low) do (~) is on the lst line ••• ~mich is E 
(high) do ('!) is in the 4th space •• \-lhich is n 
***BUT ••••••• 
-
. LOOK ~ along the !t:th space to the m SIGrlATURE 
. and you 't-11.11 see that there is a .tl-.!1 1n the ~ ..-.....~ 
. ul1ich oa!tes the lte;y; gt, E b or E nat. 
STUDY Tim tlBXT CARD, PI.J"'..ASE 
(SIGNATURE) Major Ke.ys 
Kh~BOARD (Intervals} Study Card No~ .!J.l A l 
This chart is like part of a piano keyboard with its 
groups of black D2!!!' arranged in twos and threes, above & 
continuing line of white notes or ~· ( Piano has 88 keys 
in all: 52, white; 36, black) 
Notice that the white keys just keep repeating the tones 
of the musical alphabet in order, goin higher ~or lower 
~ ~ key has !!,2 !!!~ !!!!!!!f, depending upon 
whether you are moving yp or do~ the keyboard. 
SAMPU~: The black key above C is C# (sharp) - g9ing ,!!! 
The ~ black key below D id D~ (flat) - going ~ 
'*sharp -when you read~ 1/2 step from a white key 
~ f.!!! - when you read ~ 1/2 step fro1n a white key 
two !2! every~te keys have a black note between them: 
noto (Check keyboard and see) 
Klm30ARD (Chromatic Scale) 
The major scale (do, re, mig fa, so, la, ti) is a seven 
tone scale from anY note (or letter place on the keyboard} to 
the same letter eight (8) tones above it. \ve call the distance 
of 8 tone_s between the low note and the high one, !!! OC'IA.VE. 
scale 
cctave 
Interval 
of an 
OCTAVE in 
music J • C<~rdo -.. ~ +o CQf~ . 
The ~hromatic scale is ,thirteen (l.U tones, or every !!!.!.£!£ 
~ ~A!! key from a note to the !!!! letter ~ an OCTAVE 
above it (or below it) 1 
In this scale of C ~ 
every n:ote' you see with a .. 1 
# sharp would be a black 
note on the pianoo This jFS! for the C scaleo 
Study C 
SCAIZ (Natut"al) Study Card Noe III B 
. Study Crad NoQ III B 
DtnAMICS (Loud and Soft) Study C 
sic ju t ans l!!!er or !!g_er, or 
ic is to be s or pl.,edo 
sic t 11 hov loud or soft the sic i 
---
--~ac 
.. 
DYNAMICS (Lo d and Soft) 
d for 
0 tl 
oftly 
oft 
fo lo 
c r) :to 
( can · in bow loud at wu,A.&.u 
ERIC S o find 
rks· of expre sion or dynamics o 
~: ____________________ ___ 
NOolA.l 
·-
TAKE TURNS WnH YOUR PARTNER DOING THE FOLLO\:Iltc EXERCISES, USE A RULER. 
1" Draw a staff. N!Pber the spaces, wri ti.ng nlllllbers !!! each correct space o 
2. Draw a staff. NUIIIber the lines, putting the IUII!bers at the !!!!! of the 
correct line on the right band side of the staff o 
3. Draw a staff. Put an I on the first liDo bcli'M the staff. 
-
4. »raw a staff~ Put an l in the second space above the staff, 
s. The extra lines added above or .2!!!21! the staff are called:_. _____ • 
~~MMM~ll.ftMaa~~~~~h"UM~I~«W~~hUIURMMhhUMftMRh~WRMU"MMJIHIMRnaMMRU~~"IR"aMRURM~ 
-------5 -----~ q 1. ·---"'IJ:s;---..._ ___ _ 
----------------~ 
------------------1 
--7(;,... 
s. They are called ledger lines" 
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" 
\ 
NAMES: -------- NO. I A. 2 
DO THIS WITII YOUR PARTNI>R, .o.ND or; SURE THAT YOU EACH HAVE A .CHANCE TO Al~SW!iR 
AND TO WRITE" DISCUSS THE ANSWFl\ AND TAKE TURNS WRIT:U.'Uo 
UruJ.er each note, write the letteJ' name of tho line or space where tho note is 
placocl. The notes in each mBasure spell a word. 
" 
n '\ ,...,_ 
..... 
-.- " ...... [:l :'\ 
,..,. 
152 
Ll'- - y ]J _ .... 
.. - .. -' 
._. 
. I. 2 .3c..-___ _ lf: ___ _ 
'"I ~00 - c:~ I 11 r :1 
..; 0 
I"\ ...... , 
I r~-
,_ 
i\. '.J 
-~ -
5 b 7.. __ _ 8::!.-. --
'l 
Place a whole note on the line or in th!Sce for each letter below, 
Be sure to work fro111 left to ri!5bto - · 
" 
fl 
:"\ 
• 
to ca.ged. 11. bee 
... 
12.foce 
13 :Feb. 
1$ 
llf bod 
1\ 
I 
' J 
1f\. '\h,..,..;.\ 
17, Why is this sign so•thle• called a G clef? -------
"l:l I 
J 
""' 18. Give another nue for this sign. -----------
19. Write the letters of the IIIIISical alphabet, begimling with C ---~·--=' 
20o Write the lettera for the lines of the staff -~---• the spaces -~-=-, 
ANSWER SHEET ATTACHED TO BACK 
- --
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AJiSWERS FOR NO o I A 2 
l, E G G 
-
20 B A G 
---
3o EDGE 4o B A D G E 
So FADE 6. DAD lo ACE B. B KEF 
() t""l 
-.. ( ") ...... { } 
,.., 
.L ... 'I" C) ,.. I 
I7 ~ ..... 'I 
~ 'C. 
lJ C:) 
--G-1 
... 
fo..c.e 
J$!1)oll$oo: 
u. v e P· _ l4o b o...c\. 
17. It is called G clef because it besins on second li!!O Go 
18. treble clef 
19. C D 1!: F 0 A B C 
-
20. lines of the staff are E G B D F for the treble clef. 
Spaces of the staff are F A C E for the treble clef. 
NAMES:. ________ _ 
NOo 1 A 3 
lo 'Ihe music~ 2!£ books, and the !!i&ll or UeE part for singing 
or playing is written on the clef called----- or 
---- clefo 
2,. The lower clef, for low voices and instl"'llllllnts, and the left 
hand part for piano, is called the------ or 
------ cle!6 
3, The !!&!! for this lower clef has two dota, 011e over and one 
under the fourth line of the staff" Because of the name 
lc treble 
or 
G clef 
2. bass 
or 
F clef 
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for this clef, JOU know that the fourth line is letter "· · l. F 
-., 
4o On the staff below, put the letter - for each line on the 
dotted line to the ri!tht of the staff. Put the letter name 
s. Write the let£ers for each note below on the apace \lll.der 
the staff. Work fro• !.!!! to ~· Each one spells a word, 
~--0--j;;::: )? 
a)---- b) __ ~ 
c) ____ _ 
6, Put the 1!2!!! on the staff for the following letters, 
? 
a) C A B b) BADE c) FA. D E D 
4o 5) A 
4) F 
3) D 
2) B 
l) G 
4) G 
J) E 
2) c 
1) fl. 
So a) BAD 
b) CAGE 
c) FED 
6, o/a ~ 9 , 
?Oi?? 
?feja§ 
NAMES:. ________ _ l'!Oo I A. 4 
1. When we write the ~and treble clefs together it is 
called a -----------·• 
2o Which staff goes above the other, or on top? 
J. Which staff goes below or under the other? 
4o What do we call the lines added above or below 
the staff? ----------
s. What is the letter - of the line between the 
two staffs- (or staves)?.:__ _____ _ 
6. Put the£!..!! !!1m at the beg]mU,ng esc each staff • 
~~~ 
7 o On the staffs abOie, put IIID X in the spaces or ou the 
lines called c~ '111ere vill be t!1ree X lll&l'kso 
So On this keyboard, filld the C keys. Circle the ntllliber 
below a~ c ker. 
I t 3 
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1 o &rand staff 
2o treble clef 
3. bass clef 
4. led;er lines 
s, i,lllidclle) c_ 
. ,~ 
:!1• 
• 
7. bass clef - below 
--S8COI1d space 
treble clef - above 
third space 
line between staffs 
Tell whethe•• the melody ooves Ul> or do'WY!o 
-- -
1.).. I 
r"AI _,.· I V-J I 
" 
A 
..o LYAIOI::ii 
IT y4~= " I T V" .. ' ... !f 1 v - . "1" .,., -.q. J "' ~ 
.... 
' 
., ln:__ ___ _ 2o'------- 4. 
------
Tell whether the melody moves by skip or stc.2• 
... tJ.. l 
,.,.. r..r II r:-,c.~ ..... + I II•> ~ 
11' ~-
-, 
""' "' 
... .... I r 
. I ... .... 
-
, ... 
-
-
lo 2o lo 4o 
Tell whether the first phrase (a) is !!!£ or different ~ the 
second phrase (b). They lllUSt be exactlt alike. ~means~~" 
f\Li--
~~ 
I [' 
"' 
-.: I 1\ 
" 
_I .Ail 
,) 
---
-r 
"""' ~ • . - • • 
., ... 
s. I (a) (b) 
v. ·r 
:.J • ' fl1 
,y 
" 
~ ... lll ... 
-
I n 
'"' -"tar I' ..ol! AI I i\. J ~ ----. -.: I ..,. 
-
--:" 
.. ill (a) "' 
"' 
(b) • 6o 
-
...- I 
A ~ AU!! I 1/ .., , r ~r -n ... I ....! "'" ~ '~ v n - - .. I w .. -: ,'V Iii 
• 
-
1o (a) (b) 
I 
1: '\... " 
-
........ 1-. 
.... Y'T ·r 
:Jt::ii I 1]1 I 1V V A I r i 
I filii ... CJ 
-
"" - (a) (tJ So 
I 
11 sie:e__ 
z . .skip 
;]. ste?-
iL..S..Th.f----
5 
6 u l.ike \Jr saW: 
7 , different 
::8 , different 
"'"'-"--~----.;._ __ , ___ ---
tiAHES; 
~----===·~--= 
NO,, I H 2 
On the line beside each sample. write what ~ of ~e 
or notes (~ of the note) you see. 
1. 
2. 
3. 
1~ 
8. 
f 
n 
J 
r· l 
On the line. put the number that tells now many of 
f.irst note e~al the second. All the 11list notes 
have less va_ue~ ~ 
9~ How many :::0 ? 
10e How many )'= J ? 
11. How many ) ;=~ ? 
12. How many )=d ? 
the 
15'1 
6. ~eentll 
7~. clotted 
g,uarter 
3. sixteenth 
---
9. 4 
--
10. 2 
--
11. 4 
--
12. 4 
--
NAM$:---·-w~---- NOo I R 3 ANi>"Wl :ns--) ~-
Draw a line from the note in the first column (left 
related !:!!! in the second colU!Iill (right) Q 
1. 
s. 
0 
f 
) 
j 
a. 
e. 1 
) to its 
---------------------------
___ .. , ____ .., 
1\ .... 
'} Cj r.. 
1\ 7 ~ ,,, 
rT7 ~ r1 -.. 4 
~ . • 
1\ 1"1 
I u 
'J ~ 
1.1 
J • 
f'l 1'\ ,.. 
T 
-If 
' 
-..;,.,. 
II 
r7 .... 
' 
, 
I"'-"":\. 1'0; 
:J .;J J ~ 
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4, e (E) 
7" whole rest 
8a si.l:teenth 
note 
-
9" half note 
-
10 _, g_mrter rc_s 
llo whole note 
12, !!!lf rest 
U. eighth rest 
N/\.MES: _______________ NO. I C 1 ANSWll1S--
lo What is anothe:z name fot· mel<:dy? 
---~~---
2" The .diatonic sca1£ is a melody with how :a;any 
different notes? 
3. \\lhat are the musical syll<lbles of the major 
s~ale? ---------------------------------
4. Put a C major scale of quarter not~. moving 
upward! on the sbi"ff. -.1r n: _____ _ Y-,;_ ____ _ 
b;'-----
- .i 
__________ _,_,.__,.., .. ,.,_~-·-------~-----~----~ 
·------------,--~---·-· ··-·--- ···---~----------~ 
• r~.,. 
s. Put a ~ajor zcale in F on the 
notes moving dotmwazd • .Jr staff. Use~ 
:I 
6o Circle the 1ette~ under any measure belOM 
where the notes !!Jove (by step) in a 
scnle'i'Ji~ progression. 
~inJrPLP~ J 111rr 1(6] 
* ao bo Co d.u eo 
7" \'irite the musical syllables u'-ldez the notes _...___ _ ..... 
belot~. 
~~m~ 
-+ 
a) b) · c) d) 
--- ---- ---- -----·-· 
].59 
1". tunc" ox a:i.1: 
--------~0-
5o •(}"(9-FQf.~~--;-~ 
. ~~~,~=r-±1:'· ;).7j::Pn r~-r -·~-·$(:'·; ~j ·-...- - ._..,.,_,__.,..~:..... 
-· 
c 
"7,.. ~) d~, rai ~o £'·.0 
b) la, dot rrii~ f.'?.:.':,: 
e) ti~ S(.l~. }•> !:~~ 
.... ·'-'~-IJ 
d) so, do .!;./;;. ~ 
.. ; 
ta~ s:-e 
NAr-lF~'3 : __ 
Um!c.: each musical _si_gn 01: symbol 011 the· staff • 
write the ~ Foi:-'fne sylllbo.!. and briefly e'~plain 
what :it te:l.ls you to doo ~ ~ '" ~ > .'="- I'\ - ~ 
-r£fL '(Cfl-' 
I ... 
.::1 1/ h""-
tH IY A 
:1'i ::-. r"" "t -
.I .) 
1) 2~---------------------
e~pllbsize tr~~.;: 
note or b8<;t 
1
2.:, fermata o.:,; 
u1:i!cr--
j 
*******************************~~*********************~ 
llo:!.d the t')nc 
~?ngez- e sust~2.·:.1 
l-l:to 
IY ~ 
"'Tin 
-
a;; 
•""- Jl til ! a • v ~( ... l; L 
-
·' 
, 3) ______________ . 
"' 
j/ 
' 
f/ Ail -
..... 
17" 
"' 
... 
" 
4) ____________________ __ 
t 
1
13. r~eat 
~ lJa:k and 
e:ing ox play 1
1
. m~1e:\c again U!=' 
to this sign 
. · 4. 3 flats 
I key :s.:~.gnatm:e, 
*************************************~'**''~'***'SJ********! tell ti:l.e key ~tJ tm¥i ll~!tf JIVJ §#§ . 
S) _____ _ 6) ____________________ __ 
5. qua~:tez: res.t 
fo~e bea:r-
yo~• do not play 
0!: Sillg 
1 6 o nat ural 
i canceLs oa· 
---------·-------- i taltes "''~'!&}1 
·k*********-k***~\-'i'r*****-td'***************~"-r-:t***"~(*****.,~***l the i.lat 
!). . It 
~-14 ,-~ - - l I ' 
.., .,. l 
. 
7) 
1 ' ,-~f£1 ;, 
--
/ ~ r: ') ::=:3 i' 
l/,..;... I 
j 
8)----------~-----------··-· 
I 7. s.harp 
•' ..,~y_..--.. 
£ :tx. ma!::G:s tl:.e j note o1: i:CI.l'-" 
1 1/2 step tlilgl:ez 
1 than without a 
i sharp 
1 8o half xee;t 
·I cl'o'""~t tJlay 
OX S:tng l!OZ' 
- · --- t those be:",ts 
******************************************************i 
\'iHEi''l YOU FINISH THIS SHEET, REVll'll'J Tl:!E CARDS • IF YOU 11 
WISM, TH.EN P.SK YOUR TilAC!H.ER ~E CHECK TEST FOR 
H1AS.ll Io YOU DO THiS TEST ALONE. AFTER YOU FIN:l:SH THE I 
TEST YOU MAY GO ON TO PHASE II. GOOD WORKH 
lnl 
END OF PHASE 1 ~ CHECK TE3T 
Name: ______________________ Date=------· Homeroom Teaches:::--·----
DIRECTIONS: You are to take this test alone. When you finish, l'cturn 
-it to the t€acher • please~ Congratulat:1.0n~ You have just completed 
Phase 1 and are ready to begin Phase Il study cards and liW.Lltsheets 
1ri. th your par.tner. Watch for the II in the corner of ca:rds and 
worksheets. Use them es you did for Phase !o 
Draw a staff and place a treble clef at the beginD:ing of it. 
Put a !§lrf on the fifth 'Iineo 
Write a me er signature of 4 beats. witb a quarter note= l bct,t, 
Beginning on the second line, write a scale of guarter notes 
moving u~~ard. Alter every four notes put a bar !inc~ -
s. Under eachiloti write the letter name., Wl.tcll out lo:c 'Tine 5~ 
6. Under each note, and under the letter name, write the m~sical 
syllables (do. Fe• mi) for that note or toneo -------
letter name·------~-------------------------------------------------
syilable ___ ... _______________________ _ 
1o Draw another staff and place a bass clef sign at the beginningo 
8~ Put a flat on~he second line~ 
9o Write iiliieter signature of :! beats with a half note :::: 1 ileeto 
10. Beginning on the iourtfi line, write a scalewise melody of 
6 half notes, mov1ng upwardo After every h:o notes put n 
bar 1ine. 
11. After 6 notes put a half rest on the staff. and at the end of 
the music put a !epeit sign. 
letter name ________________________________ __ 
syllable 
------------------------- -·----
PLEASE GO ON TO TnE NEXT PAG!L •••••••••• 
.., 
'* 
Cf-l.ECK: TES'.l.' fo::: tile end of PH.tiSE I - Part 2 
----~·--------<-
1o The l:lr~es of the r~reble staff are: 
~ il c E D E G B D F 
----
____________ .., ________ _ 
2. 'Thi(; sig-a .-;:--. is a: 
fermata or hold 
-·--·--"'· .. 
3o The letter name of the first space of the treble clef :ts; 
.B F G A s 
________ ,.,. _____ ,_,_. 
4. Tile letter name of the last line of tile ti:eble clef is: 
E F G A 8 c 
___ ..., __ u 
'iii. Tne treble clef is also c&lled: 
tbe ooss clef the G clef the F clef 
____ _..,.,.,_... 
6o Some meter signatures a~e: 
7o The 
8. The 
9. The 
10. The 
A 
3 2 
4 4 
one symbol 
~ ~ 
one syrabol 
here 
hexe 
l ~ 
one syml:fol hes:e 
:t F 
first ledger line 
!ow E 
whicll is a r.est is: 
1 d 
which is a note i <.•. .... 
~ 0 
l1h:i.ch is a r.1eter signature :iS: 
¢ p 
__ ., __ .... 
below the treble clef i~~ called: 
middle C G 
-·--------~----·--------------------.-.. , .. _ 
( '£"< ' ~) 
-'-···· h .1. 
NAMES: NO. "Xl A 2 flNSW.BF!.s, .. ~.· PJ'./SWBH.'S 
------~--- --- --------
TR'£ 'l'Hf:Sl~ MUSICAl'. "A!UTHMEI'IC" PROFILEi4S .• 
Give the v1hole r1ote the value of 4 be<~tso \•!r.~.te tt:e 
beat vaii'lc"undes: each noteQ Atter the eqt;:,:l si~u. ::: 
write the t'OFilrnuiu"ber of teats. · '" 
SA"'PL!l: J +~ = 3 !:;eats 
2 1 
-·-l)J ,..J-tJ=--~beats 4) o+d-rd = beo:<:s 
--
beats 
_..,.... 
This time, ••c' 11 leave out the plus sign and write 
the notes as they ~uuld appear in music. 
lO)IJ J - beats 
---
11) J d j ::: __ beats 
12) d J)J ""-....:be<tts 
'fell h01f many of tlle first note = tbe second IhT~eo ,..... ... - ...... 
13) How lllany J :::: d 
14) H;:>w many J" ::: 0 
\ 15) Htn! many 0 0 "" 
1.6) Hem many ) ::: J 
1") How many ~ = 0 _, . ..-
1)_~--
2)_,,!·t 
3) '2. 
-~ ... 
5) 5" 
--·~ 
8) .'; __ ... 
10) 3 
--
11) 4 
-·-
13) 2 
-·-=--·· 
14) 8 
~... 
15) 2. 
-
16) 
" -~
if. 1'7) 
~"'-= 
l:~~~~E-_"S~1't,E!£ = H~r.rcr.11Jcr, tho 2-:eP :l~V!!1"1£~ ~ll:J 1.liS,)23I~X be:::~ts 
it~ each i':\~!!r-it"U'e (b•:.t\feen h?ll .. linez) o - · -
The l9_:de.r )lt~t~~: t~lls ~~t !~,~n~£ of note: equals 
_ ___.,.....,....,.. ...... --=,~---------------... -.--.... ---
Write the beat VJ.lue tmdcr each note and ;•est, 
-
164 
Af!(~~J i>J\S 
.,.,...,...,.=<'«·"""·-· 
l { ~l 1/ 
2.2./ 
1 11 1 I 
2 1 I 
.Y:l.!/"-:l I 
2 1 I 
1 1 1 I 
s I 
1 1 I lY, Jy 
~ 
2/ 
1 1 I 
2 
, lx' I 1. . 2. ... l 
1111/ 
4 I 
Each tirr..c 
you se!' this 
sign / you 
.. ·should have a 
. bar line in 
· yClu.r ~r.us:i.c \> 
A.'lliS: =----------. -~ 
ok at the music below" 
t has been I!leasured by bf:atso 
Lo 
I 
D ~cide what the ~~ si~~~ 
should be and put it on the 
staff under the arrowo 
y 3 or 4 
NOo:U '~ 4 
~ic 
-:z 
1/ ..., l 
~A .d 
\1 
' Jt l 
ANS~'i.ERS -=P 
Sample: 
' ' 
""' 
7. 
..,. !" ,-
f 
1 l 3 1 l 1 
ou may use 2 
~ ~ 4 4 lirite !!$ats under notes a11d restso 
~\? ~ ~ z ~ ! ~ ~ ~ ~~~ ~ ~ 
165 
ANS~1ERS 
""'- .. 
-
-
I 
NA~S: 
Whe11 ycv.. E>CC a ::}.2_~~~~.!:4,~-.r:::~~~::, in .::ny r.!H.ts:\c jrou ~~nm:i th~t t tr~n\: 
must be l~cld o:· Si.lStcd.ned. lonEcr than tho same kind of 
note uitflout e t.k:to T?.;.c ,ya"[iiOf_:the ~c~ ~~~pends r::ro£·: 
the y~;!~e ... ,.£lf .:f!~?..-SS.t~· .. 
---
I 
J 
1 
4 lc 3 i I 
.., •, ,, 
'"".:0 
" 
.!-. 
- I 
.\. .--
z 
,, 
'"•<' 
'I I 
··2 
3 ; 
' 
C:.ri:: 
., 
, 
(J 
166 
3 
! 
.k 2 I I 2,. 
~- 1 / 
' I 
cl / 
0 ,I 
' ! 
!-E 
b) 
a) b) c} d) 
For each of these measures ~ the missing res~ uhich will give 
each measure correct beat value to match tbe meter signature. 
, 
I 
I .. 
~ 
... 
a) 
1 ~ 
II I .oil :il 
\ 
J 
~ 
1-' 
I 
b) 
• 
, -
b) 
~ 
c) 
~ ~ 
-
I 
c) 
-
J 
d) 
· For this sample percussion score, place the bar lines where they 
belong to measure the music. 
This note * is the same as J -quarter noteo 
This note is the same as the eighth note ~ • Rests are the sar<leo 
167 
,a)~ 
b}~ 
c) 1 
.,o a)~ 
b)~ 
L. 
ANSWERS --
\'!her-~<~ there arc ~W~-l-_..,..~r flats in the key signature, 
we lmow it ).s t.he key of C U'!ajor (or a ndnor which we'll 
t:alk about latero) 
l;'e can identify different tones in a l>ey by letter n.'llt:e, for 
playing au instturoent, or hy musical nrlhll~nsi.'l,!!o 
Undc~ this mm>ic, in the Kez of C major, please w:rit'.l tl-.e musical 
mlables., and under that, the letter names. 
(j t 
I I 
/ ... I 
'(' 
-""""-
.) 
.-lfr- --
']_ I I I 
-; I I I • ;;;;-
I '""\ 1'. ( 
-
I 
-
7 
A 
-
.._, ~-
./""1 
.J - • -G1-
168 
lo ~\o do so so 
C C C G 
Zo 
Jo 
4. 
la la so 
A A C 
fa fa rui mi. 
!''FEE 
mire do so 
,. 
c. D c c 
1a do la 
A. c A 
ti 
tl 
re clo 
D c 
so la J.a so 
G h A c 
do re mi 
c D E 
re ti so llli 
D B G E 
do la fa 
c A F 
ti do 
B c 
re 
D 
ti do 
B c 
NAI.ffiS: --~~ ~------ NOo II D 2 ANSWEHS ---'t 
In each of the following e.xcrcis~s,Gircl~)the Kl!.Y SIGNATUl\E and 
tell what it is by writing on the line below each signatureo 
!'lease do !!!!! give he KEY, but the KEY SIGNATUREo 
1. 
169 
A~T13W!ill.S 
---·--
lo 2 flats 
Zo 2 sharps 
3o 4 flats 
4o 1 sharp 
5., 1 nat 
6o 3 sharps 
7 ·~ no ::~~arps 
nnr flats 
~;p-ace 4 
ffe:y 1\~f E 
I "'<) )..,:.·u Sf:G.CG 3 Ci!:" 
1cd..!.~-,:n:~ 3.in'J 
brz:lot-/ sta.Xf 
13,~ F.!pD-1..!0 2 0.'~" 
ledge:;- J.j_nc 
;},b;y~n;;: B ~ .. a~':'f 
14 ~l l:i4;:e :::. 
i\ey of .a 
.. " I~~:::_,:;~:~::·s:s:. _,_ 
,_,., 
>!_\":. ~j the l~e:{ i!.1 _, l.J do i::; ,~1~1 
t.:!ll~:'; ... ~.~ l<: \\cy :~~1 ~- t;_>J ~~~) :i.!.1 
]l ,- do 
.__._. _____ ~ __ ...,.,.......,._,--_~_ ~----~->"'~ 
4i -. l 
---- ..--;,-::_, ........... =-"" ... =--=-->"-=-~""'"'~'--'-=-"";'-,._o-'-~ 
,-,.·,_-_, 
;,1···· 
., 
,_., 
·'. 
•·c 
._.·-~ 
~·-
,: .:-~:0s:~~Esi=~kin~. r~~.1d 
~ ;sL:r .. ;;..E~~;~£:?. unr.~ 
rJo 
"'----"·"'-""-=·-,..=="·-""----r_~-- .. --'-''''" 
;_-:0 i.n -L 
::.:n ]_~:_; ·-r 
-
1 3 ,. .. 
7 4 ., 
'' 
.3 ~- I 
(j c " 3 5 
7 
=· 
,J 
7. f.J ./1. '·-:" c ~.) 
8~ [\ ;-:.. iJ i~ 
" 
9o G A B ,.-, D 
·-
oa· eaci< r.;t.1.ff belc:t yon "Jill see a kev s:t~:.Pture, ~do and 
lew d:Jo r:rite tto NbME OF r;-7E iH'X-(be-5\.-i~inclcd~ ""Shal"ps 
anct7ia til if th.ey beJ.onr, With tllll letter nam) On the line 
En~ euch staff~ 
0 
2o Key of ~---
CJ 
4o Key of So Key of -~--
For these exercises. look at the key nir;nature, find 1£>w £2, 
and !!,i.,.&h4~ and put a note on the staff where each belongso 
9., 
~¥[$ HB 
J 
1\lo 
171 
P:JlS"~rJEnS 
"~ ... =--·" 
2., G 
3o. E flat 
?o space 1 
line 5 
8,., space 3 
line belo¥ 
f~t.afi 
!:!.,. line J 
10., line 4 
space ool~i 
staff 
llo line 3 
12¢ line 5 
space 1 
NAM.E: DATE: ---- 'l'.E.r'\GHER: __ _ 
----------------
- ----
CHECK T.EST - END OP PHASE II 
DIRECTIONS: You :1:re to take this test alone t\Then you finisb 
Study Caxa :n: B 4 and its worksheet. Wilen you finish the 
test. please give it to your teacher, and begin Phase Hlta 
G<>od to;ork. This is the last lap! 
FOR THE FOLLOWING EXERCISES: Put the bar lines where they belong 
to measure the music, according Jco the meter (yime~ signatt.u:eo 
Under each note or rest pu~ the number wfiich tells i~s beat · 
value. (Sample - Put 2 if tbe note receives 2 beats.), ~--
' ~} r r11 d~ a r=rJJ~l1 ~~~=\----,-~ 
1). _________ _ 2) _________ 3 )_..,..._ ____ _ 
WRITE the name of the following notes and rests on the line 
beside each one. 
4) 5) 
6) J. ___ _ 7) 
EXPLAIN what these symbols mean. 
8) J).~"-f 
·---------------------
9) ~e)~ _________________________ ,. 
¢ lO) 
·--------------·--------·-
IN Tilli POLLO\'JXNG EXERCISES, fi11d do 0 put an X on the line o:;; :i.n the 
correct space. Ur1der do, write tF.e letter n::;.;:ae fo?. the l.tex_ of the 
music .. 
o.J.... ~·v% 11 .... I; ~ I f2tf 'LJ.oo tl II/ t:: lA 
fi ' - ~~\1-u IT . 
~ 
-
-
:;J ...) 
J 
11) __ _ 12)·~- 13) __ 14) __ _ 15). _ ___;.. 
5o 'I 
c~~2o 
~~14, 
r·--
:~ L-·-·-·---f-~~70 
~------- -C ~~l&o 
it~·' 
JZ> [ ~~llo 
18., 
·.~~~14 .. 
--1 ~~116,, 
·---i 
~~19, 
~21., 
~23o 
(This !'eyboard was p&ttc:rcned ft'om a ccmme<cia~' aaastt·r for 
..,.,.,,.,.....,,.. ... ~<'!o n-f:' <t'>T<I'":::..,..;1""r. ) 
"' 1., c 
2o c* n'P 
3u D 
t,, ot £P 
So ~ 
Oo ':t= 
7., :f~ G~ 
So G 
9o q\r Av 
lOo A-
J.lo A* ~V 
l3o C. 
14" c::rrDp 
:ts, D 
16, Dif £!;> 
l'lo £ 
lf3o -=F 
l9o -.r-t G P 
ZOo{S 
.u" Gif Ab 
~· A <-~o 
:ls., A-t 'E 9 
?.1),. B 
?iA.rn:;s: NOo III A 2 A'N51,.JEHS ....... --... 
>o<c:...~=.wc-........,._"" - ---=-==..,t.-....,.., ~~
Find. clo and 'itri te a scale of ou<n·ter notes oov.ing um·1ard., 
~------------·----__ ·_--__ _~ __ ______-_-___________ -_-_~ _ ______ _ lo~ 
INTERVALS - An interval in music is the distance between two 
:::·:;.=:J: 1{l ..... , ... :.;' '"ij ff-l 
SMD>IE: j ~* ~~ £)0 II .. 
I . 
octave fourth 
Write under each example, the number of that interval. 
~·-----~--.,-
.. I 
~) ...., .. !1 --
--:; ~-- + I ~I 
4. --~~ s. -~ 6. =-----
Put the other note 
7. 3 or third 8. 6 or sixth 90 3 & 5 (t.onic) p 
What kind of scale is this with thirteen half steps? 
n 
I 
.I l ,, .:.\. r J 
' . \
--[',._ I . II J __ ; ;Ill -:o!'"]i . - 1-'"• --· .. j ~-..-t.J. f'::?t'§' IV. 
1.74 
1., scale of G 
from liue 2 
sp"ce Gbove 
strtff 
2c sc~le of F 
from 
space l to 
line 5 
3. scale of C 
from li;ne 
belo'd st~ff 
to 
space 3 
5o 5 or fiftll 
7. 3rd linn 
s. 5tl! line 
9< 2nd line 
3rd line 
lOo chromatic 
scnle 
YOU \'!ILL HEED A >mSIG EOO;<.: FOR '!'HIS ACTI'!IT1. US~; l.:ITHffi ( NOT 
BOTH) OF 'fHf:'; FOLLOWING Th'O BOOKS. WOK U? l'!!E SONG, AND TELL 
ilO'i'H UNISON AllD HARMONX. C!ilCCI\ TI-m COl!RECT COLUi!N .FOH 'J!-il-; BONGo 
~~
~~------------------------------------------------._~--~ 
~U~~ J.N OUR COUNTRY - 5 
UNISON HARMONlt' UNISON il.ND HAlU'KlMY 
19 unison 
18 u.-rl.so:.1 [1 hurruony 
41 ,. 
n 
102 uni&Or'. II harmony 
103 hariiDny 
109 unison u harr~<my 
110 un:i.so:1 
76 unison and harmony 
. --=·~ . .....____ . ................. ...., 
MUSIC f{)R YOUl>lU AHERICANS - 5 
--- """""' 
PAGE UNISON I' .ARMON! l"rllSOll AND HARI-iO!rl 
. 
9 
87 
118 unis'ln 
125-7 unison & harroo1;y 
135 harrt.-ony 
134 
165 
190-1 
182 unison 
183 harmony 
... -~~ 
NAMES:_ ~====-~-= NOo III A 4 ANSWi·RS -) 
For the following exercises, find do, then build the t~·dic 
chord for each key. Remember, the tonic is 1 - 3 - 5 OR 
do - mi - so OK line- line - line OR space - space - space. 
~i 
l\ \. 
'\. 
,, 
" 
J 
r') 
y 
1 
VI 
_, 
r v 
• 
TONIC or 1 - 3 - 5 chord 
TONIC or 1 - 3 - 5 chord 
TONIC or 1 - 3 - 5 chord 
"" y 
TONIC or 1 - 3 - 5 chord 
TONIC or 1 - 3 - 5 chord 
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ANSt~&1S 
I 
A 
I 
G 
1 
A~ 
Look at the following SCALES. Finll do or 1 frOii! the k~y 
signatul"eo 
IF THE SCII.LE S'i'AR'fS ON 00 OR l IT IS A ~ SCALe;~ 
IF T llli SCAI£ STARTS ON LA OR 6 IT IS A MINOR SCALI>o 
Under each scale write whether it is ma_.ioi" or lllincn;:, 
l 
.If} 
.-19"JI'T _\Y • 
' 
1.1 .... .611"' T I 41 
I _.)(Jfgf"' 1.. I 
• 
I 
-
.... ~,, .. 
1. 2~ 3, 
1 ,1;..\\:; I 
I 
I ~ fl 
:,::"" •v 
"'' ' 
I I '1" ~
- ~zOO \ I- . -' AlAI ... I ...tl-11 T v • 
-
I ,. ., .. 
. 
4. ~=--=- s. 
--
6. 
--
Look at the following key signatures. Find do. 
Make a scale of gvartel1' notes ~~~:~ving upward. At the beg:i.nning 
of the scale you will see whether it is a major or nti.nO£ scale, 
MAJ 
SCALE ~,.if# 
MINOR 
SCALE 
OR MIN 
SCALE 
s. ~ 
I 
, 
I \ 
9,- J 
. -
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ANSWERS 
1, major 
2o cinor 
3., minor 
Scales 
shol.ild move: 
'ln !lp;lCC 2 
to 
lst line 
e.btwc ata:ff 
So 1st line 
to 4th 11pace 
9. lst ledger 
line belo1< 
staff 
to 
3rc.l space 
·. 0 
. :.}.(~.D.:: 
,, 
•; n 
,,., 
:..•o 
., 
·u·r .1 
_,..·.J-----
-:'u 
P..:: 
" 
... , .... 
170 
182 
~~~::c~~{;·:; JD:-~t\ op ·n~r 
.....,_,0_, --""•~·=.:to.=-=>:t<oc< 
··•: rn;-
~;.-...: .. ~ ... ., 
::1nT~ 
"-=--=.....r.....o• 
n•·~ 
..... .:: .. \.• 
\;:·: 
•···.·· ' :.-;,..: 
,. ,- '1.' 
,;_;;:::.:J 
,..,,.,_ 
;.:.:.,',;c.•--1. 
I 
..!". C• 
., 
.(.o;, 
., 
,;.)f) 
' '··· 
.... ~·' ., 
"t•-•.''"".:,·. 
r;r:; 
·-•.:.· ... :, ... ........., .. 
4 ... Which of 
s .. , 
~\:oz .. ~ I Y:I e 1 .... :c.ti c. 2 
-·-·"-""O'_"'....._._.,-"'"',...--"""_ --·"'' ___ ,,...,,. ....... j,......,,._,...,.,._~-·'' 
.Cl'.' 
'~ J.. 
f 
p 
,..  ....._,...,. .. ,"-"' __ 
ff 
c.:. 
c .. l 
t' I 
cl .... 
soft? 
mf 
c., 
mf 
E~;plain it,) 
'7 
•• fo;:-te 
gradually 
g¢:t loudes 
LETTER TO TEACHERS OP EXPERIMENTAL CLASSES 
Dear : 
------
Here is a brief report concerning the music study with 
my sincerest appreciation for your assistance. 
This Tuesday will mark the end of Phase I for some stu-
dents. It includes completion of cards and worksheets for: 
!Ala, !Alb, IA2a, IA2b, IA3, IA4 
IBl, IB2, IB3 
ICl, IC2 
I will leave the check test for Phase I which is to be 
done by the pupils individually and returned to the teacher 
when completed. I will collect and correct these. It 
should give an indication of the degree of learning thus far 
and whether some partner changes should be made. 
The cards for Phase II are in the boxes and those who 
are ready to begin may start Phase II as soon as the check 
test is finished. 
If you have any questions, please give me a call. 
Sincerely, 
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APPENDIX C 
FINAL TEST USED IN THE EXPERIMENT 
-181 
182 
FINAL TESTING 
1. Music Inventory Test 
NAMING NOTES 
Write the name of·each 
note (or noteS) on the 
line beside it; 
) 
J 
0 
J 
j 
J. 
n 
n 
i 
NAMING RESTS 
---
e. NOTE VALUES 
Write the nUIIIber 
which tells how many 
of the first note will 
equal the second note. 
1. How many ? 
2. How many 
3. How many 
4. How many 
s. How many 
6. How many 
7. How many 
If J • 1 beat, write how 
many ~ each of the 
following would get. 
B. J 
9. J. 
10. r 
11. 
12. 
13. 
14. 
? 
? 
? 
? 
? 
? 
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D. LETTER NAMES of 
Lines and Spaces 
1. 
2. 
3. 
4. 
s. 
6. 
7. 
B. 
On each staff below 
there is an X put 
in ! space or £!! 
a line. Write the 
letter name for the 
line or space with X. 
)( 
X 
Name: -----------------
MUSieAL SIGNS AID SYMBOlS 
Choose the name for the lllllsical symbol shown and write the correct letter 
on the empty line beside all the answers. 
a) staff b) flat c) sharp d) natural d) accent 
a) fermata or hold b) accent c) staccato d) rest 
~ a) note b) sharp c) B clef d) staff e) flat 
~ a) staff b) scale c) clef d) key signature 
:f' a) flat b) loud c) key signature d) the end 
~a) measure b) Fine c} fermata or hold d) repeat 
crescendo b) fermata or hold c} diminuendo d) ritard 
'): a) treble clef b) bass clef c} staff d) repeat 
a) note b) sharp c) flat d) cancel or natural 
~~~;a) scale b) treble clef c) staff d) bass clef 
Explain the following: 
184 
-
-
-
mp --------- fff --------
What does this sign before a note mean? 
----------
What is this sign called?-----------------
Name: 
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F. FINDING DO AND NAMING Kll:YS Find do from the following key signatures and put an 
X where it belongs on the staff. Write the name of the key under do, 
%f t-
' 
~ ~ ~ 
--
G. INTERVALS: Put another X on the staff above each one there to show the intervals. ~ 
t 'I \ " ,. ')t1 )( 
!. third !. fifth an octave tonic chord 
----
H, SYLLABLES Write the correct musical syllables (do-re-mi) under each note below, 
I 
' 
~ J J J1J n lr FtriJ J~'1j; Jti@ J IJJj:\JJ 
------------
I. UNISON AND HARMONY Write under each of the following whether it is for unison 
singing or harmony. 
J. MAJOR AND MINOR 
K. TIME OR METER SIGNATURES Look at the time or meter signature, Then place bar 
lines on the staff to measure the music correctly. -
~ ~I 
. .,. 
.. J •• • -41! " . 
Name: -----------------
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L. IDIITIFYING MELODIES On each staff below there is a familiar melody. Under each 
melody are four song titles. Look at a melody. Silently tip the rhythm with one 
finger against your palm and silently h- it. Put the letter of the answer on the line. 
~ n1 cr cr 1 u D 1 n tqJ. 
~.~) Old Folks at Home b) Marines' Hyan c} Oh, Susanna d) Home on the Range 
J ¥ If 
J a) Skip To My Lou i: J'\lJ b) Dixie c) Oh, Susanna d) Yankee Doodle l)jj r;t I EJ (f r I 
~) ... ....,. b) """'"-of <le ,.publio <) Dirl• d) VorldD& ~Rail,... 
t J \ J. 1 J J \ J.; u J' J J J r' J. f) Star Spangled Banner b) Ameri~ c) America ~ Beautiful d) Dixie 
~1 Jj IJ JJUJJJ J J ilt] I 
• a} Star Spangled Banner b) America Erie Canal d) Dixie ~ururluDr 1 
• a) Skip To My Lou b) Jingle Bells c) Erie Canal d) Yankee Doodle $•11\Jfl J ® 1 f1J r 
• a) Star Spangl~ er b) America the Beautiful c) Dixie d) Aaerica 
LOOK AT THE FOLLOWiltG MELODIES. WRITE THE TITLE UNDER EACH TUNE. Vi J J J I J. ~ J ~ r r r I r· i J \ 
Nae: ---------------
• RHYTHM 
Look at the rhythm pattern on your paper. 
LISten to the rhythm being tapped. 
Decide whether the rhythm you hear is 
a or b and write your answer on the line. 
- - -
AMPLE: a)J .n JJ b) J J ~ J 
. a)~j))J1) b)Jj)JJ _ 
., 187 
N. MELODY 
Look at the two melodies on your 
paper. 
Listen to the melody being played. 
Decide whether it is a or b and 
write your answer on the line. 
Name:------
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